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Abstract 
This thesis comprises a folio of twenty compositions, a critical commentary and a 
video presentation, including performances and discussion. The primary location of 
knowledge in the thesis is in the music itself, articulated through the critical commentary and 
video. The compositions explore: 
 The place of composition in my creative praxis, the ways in which the folio 
may fit within historical currents in jazz practice and the context of an emphasis on 
improvisation in critical discussion of jazz; 
 Methods of composing music using approaches of jazz traditions with an 
emphasis on composition rather than improvisation; 
 My own creative processes, including methods or effects which I use when 
composing and their connection with my life experience as a means of musical self-
expression. 
An additional purpose of the thesis is to examine creative processes of composing 
using a practice-based methodology, in order to shed light upon the place of composition in 
jazz, particularly regarding the role of instrumental practice in the process of composition. 
The folio compositions originated and were refined through practice using piano and voice, in 
conjunction with development of musical concepts such as arrangement for other 
instruments, and in one case the formulation of lyrics and a lyric-based melody, away from 
the piano. 
Whilst the folio compositions reflect my interest in the work of a number of 
composers, the principal inspiration for these compositions emerged from pieces which I had 
composed between 1982 and 2001. Lead sheet examples of these compositions have been 
included along with the folio of compositions in order to demonstrate their connection with 
the folio. I have arranged nine of the folio compositions since 2014, recording several of 
them in 2015. Manuscripts of these arrangements have also been included with the 
dissertation, as demonstration of my long-term objective of performing the folio long after its 
current purpose has been served. 
To gain understanding of the processes by which these works took shape, several 
approaches have been employed. The first is analysis of the compositions in order to 
ascertain characteristic musical approaches and attributes, along with contextualisation of the 
folio within my broader catalogue of compositions, and comparison of my processes and 
approaches with those of other composers, especially several whose work has inspired my 
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own development as both composer and performer. Second, daily logs were kept during the 
composition of the folio. These accounts were thematically analyzed, eliciting a series of 
conclusions with regard to compositional processes, importance of form and structure, as well 
as the impact of non-musical factors and circumstances. 
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 17 
 
Synopsis of Jeff Usher PhD video Presentation 
Video 1: 
1. Opens with performance and discussion of Fifteen. 
2. Performance and discussion of Dovetail. 
3. Conception and story behind Kathleen’s Theme. 
4. I’ll Take You Home Again Kathleen (Westendorf); Bridge to Eternity (Usher) 
– discussion of their role in the development of Kathleen’s Theme. 
5. Composition at the piano – performance of All the Things You Are (Kern). 
 
Video 2: 
1. Development of Kathleen’s Theme continued: the original ten-bar theme; 
initial similarity to Snowflake (Sample) and its Locrian bassline  
2. Development of melody and instrumental sections of Kathleen’s Theme: 
addition of harmonic progression similar to bars 17-20 of Time Remembered (Evans) 
and incorporation of Troubled Waters (Usher). 
3. The role of tangential thinking in my creative process; the perceived need to 
tell the story of my friendship with Kathleen Kerr as motivation to compose 
Kathleen’s Theme. 
4. Performances and discussion of Jeffu, Trinity (including two false takes) and 
The Still Small Voice (Usher). 
 
Video 3: 
1. The Still Small Voice (take 2); perception that naming of a composition is an 
important element in its completion. (Hereafter, the video is concerned with further 
development of Kathleen’s Theme). 
2. Emergence of lyrics; performance of vocal section; discussion of possible 
alterations to lyrics; story of first performance. 
3. Incorporation of all twelve tones as major, minor and dominant chords in 
Kathleen’s Theme Part 1; my approach to twelve-tone composition, including use of 
simple melodic ideas which successively incorporate all twelve tones. 
4. Revisitation of Bridge to Eternity intro to I’ll Take You Home Again Kathleen 
(Westendorf) as per Video 1; incorporation into KT bars 38-47 and 54-61. 
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5. Memorisation of lyrics and forgotten section of Kathleen’s Theme recovered 
to become bars 48-63; irregular form in my compositions. 
6. Allusion to harmonic progression of Giant Steps (Coltrane) at bars 87-102. 
7. Alternative bars 87-102 with Giant Steps chordal progression and new lyrics. 
8. Proposed extended introduction in B major 
9. Performance of Kathleen’s Theme including proposed B major intro. 
10. Demonstration of incorporation of the C minor variation of the original ten-bar 
melodic theme (KT bars 147-154). 
11. Possible future reassignment of C minor sections to B minor and incorporation 
(demonstrated) of The Still Small Voice into the instrumental section. 
 
Recorded 29 June 2013, in the Nixon Room, University of Queensland St Lucia Campus, 
Brisbane, Queensland, Australia. Produced 8 August 2014. 
 
Personnel 
Jeff Usher – piano, vocals and narrator. 
Dr Peter Freeman – sound and video engineer, producer, PhD candidature supervisor 
All arrangements by Jeff Usher 
All compositions by Jeff Usher except as noted. 
All rights reserved, ©8 August 2014. 
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Personal Statement 
Being congenitally blind and having so-called perfect pitch, I am not a reading 
musician in the literal sense. I received my first lessons in Braille music notation and classical 
theory in 1966, at the age of eight, having commenced piano lessons two years earlier. In 
view of the fact that it is not feasible to read a Braille score and play one’s instrument 
simultaneously, memorisation has inevitably provided the means by which I study and 
compose music. 
I first heard jazz on radio in the early 1960s, when I was less than five years old. The 
harmonies, the rhythmic complexities, the solos, fascinated me. I began listening more 
extensively to jazz from age fifteen onwards, but did not develop a deep curiosity about the 
history of jazz, its various styles, personalities and compositions, until the late 1970s, when I 
was studying law rather than music. 
Having decided upon a musical career in 1979, I began learning blues and standards 
and delved into the theory behind jazz. I studied boogie-woogie and other piano blues styles, 
and the recordings of Bill Evans, John Coltrane and Miles Davis. From 1981 onwards, I 
conducted lengthy investigations of the compositions and pianism of McCoy Tyner, Herbie 
Hancock, and especially Thelonious Monk. Also in 1981, I attended a concert by tenor 
saxophonist/composer Joe Henderson, which I regard as a pivotal inspirational event in my 
developing musical career. 
As my technical facility broadened, I composed with greater stylistic diversity, aided 
in no small measure by my encounters in 1985 with pianist/composer Mike Nock. At that 
time I was also investigating the compositions of Wayne Shorter, whose recordings with 
Miles Davis’ second great quintet and his own groups between 1964 and 1969 served as 
important inspiration for my ongoing development as a composer. 
Since the early 1980s, I have Brailled more than 120 of my compositions, including 
the folio, and dozens of arrangements. Although I have been writing print scores using 
Sibelius software (Avid) since 2011, Braille music transcription remains a personal hobby 
and a useful tool in externalization, memorisation, refinement and completion of 
compositions. The copyright dates for dozens of my compositions refer to the dates on which 
they were first committed to Braille. 
Throughout my career, I have dictated compositions and arrangements to copyists, 
including several arrangements of folio compositions in 2014, either reading to the copyist 
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from Braille scores or, as with the folio examples, instructing from memory. In view of these 
circumstances, I have attained through theoretical studies a reasonable degree of musical 
literacy. 
I have been leading my own groups and writing arrangements since 1983, producing 
several albums of my own compositions in the process. Additionally, I have taught music 
privately since 1985, and have been tutoring successfully at tertiary level with the jazz faculty 
at Queensland Conservatorium Griffith University (QCGU) in Brisbane, Australia, since 
1998, founding the Australia/New Zealand Original Compositions Ensemble as part of that 
faculty in 2012. 
The repertoire of my tutorial ensembles has always featured a number of pre-folio 
compositions, including Blue Hermit, Blues at The Risk, Song for Mother Earth, Spirit Train 
and Battle Song, and since 2011, folio compositions Blue in Orange, Déjà Vue, Dovetail, 
Fifteen, Jeffu, The Still Small Voice, Trinity and Usher Times Monk. This environment has 
provided me with opportunities to assess student and audience reaction to each composition, 
while exposing students to new and unfamiliar material, with a view to encouraging them to 
attempt composition for themselves. 
These circumstances, in my opinion, provide context to the current research, in view 
of my use of memorization during practice as a means of internalizing new compositions 
rather than manuscripting new compositional ideas as a first resort. I did not keep any draft 
versions of the folio compositions, preferring to act as I had always done by writing them 
down only when they were at or very near completion. 
Arguably, much of this praxis has come about due to my lack of eyesight, and for 
many years being unable to directly manuscript compositions other than by dictation, until I 
learned to use computer software to create manuscripts. At that point, the ability to replay my 
arranging efforts with software has enabled me to create and refine arrangements of my 
compositions more effectively away from the piano. Yet the normal processes by which I 
initially create compositions continue to centre upon time spent at my principal instrument, 
the piano, as detailed throughout this dissertation, with reference to the folio of compositions 
which comprise the current research. 
Beyond these considerations, I derive an equal sense of fulfillment from performance 
as from composing, and the opportunities to perform my own compositions on a regular basis 
have increased dramatically since 2015. I have developed reasonable facility during 
performance as an improviser, a role which I also thoroughly enjoy, especially in the jazz 
 21 
 
idiom. Yet the focus of the current research will only touch upon improvisation insofar as I 
develop most of my compositions, including the majority of the current folio, during 
instrumental practice, which usually involves extensive melodic and harmonic improvisation, 
from which I attempt to isolate new compositional ideas. 
Experimentation during practice has been a continuous tendency in my work as a 
composer since the beginning of my professional career in 1980, through to the present, 
resulting not only in the folio, but a further sixteen compositions completed since 2015, a 
number of which have been inspired or influenced in some way by compositions from the 
folio. 
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Chapter 1. Research Definitions, Literature Review and Methodology 
Defining the Current Research 
The research detailed in this exegesis has been conducted with the objective of 
answering the following questions: 
1. What is the place of composition in my creative praxis, and how does it relate to 
historical currents in jazz practice and the context of an emphasis on improvisation in 
critical discussion of jazz? 
2. What are effective ways to compose music using approaches of jazz traditions with an 
emphasis on composition rather than improvisation? 
3. How does my creative praxis, including methods or effects which I use when composing, 
reflect my life experience as a means of musical self-expression? 
 
This thesis provides lines of enquiry in the form of music, to wit, the folio of 
compositions through which the current research has been conducted. 
It is important to emphasize that this dissertation is not a treatise on improvisation, 
which I distinguish from composition throughout the thesis. No attempt has been made to 
discuss approaches to improvisation per se, nor has any attempt been made to argue the 
validity of one method of composition as opposed to another. Thus, in lieu of discussing the 
work of influential artists such as Sidney Bechet, Louis Armstrong, Coleman Hawkins, 
Lester Young, Art Tatum or Oscar Peterson, whose contributions to jazz lay principally in 
their ability as improvisers and instrumental stylists rather than as composers, the current 
research focuses upon composition in jazz and the means by which compositions may be 
realized, by means of a detailed examination of the folio of twenty compositions which 
accompany this dissertation, most of which were completed during a productive period in 
2011, as discussed in Chapters 3 and 4. Accordingly, special reference will be made 
throughout the dissertation to those jazz musicians whose reputations stem largely as with 
John Coltrane or Bill Evans, even principally as with Thelonious Monk, Charles Mingus or 
Duke Ellington, from their compositions. By way of contextualizing the current research, the 
literature review later in this chapter serves to provide an overview of the place of 
composition in jazz both historically and critically, especially in the context of the 
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overwhelming emphasis allotted by authors and critics to improvisation and stylistic elements 
rather than composition. More will be said about the folio of compositions and the 
accompanying videos in the methodology section later in this chapter. 
 
Practice Led/Practice Based 
As both conductor and subject of the current body of research, which takes the form 
of a written dissertation, a folio of original compositions and a video presentation, it would 
seem appropriate to define that research as both practice led and practice based. The research 
is practice led insofar as I have attempted to describe the processes by which I compose; 
practice based insofar as the accompanying folio has been composed in an effort to provide 
evidence for the conclusions which I have drawn in the course of my research, with a view to 
broadening the field of knowledge with respect to the creative processes involved in jazz 
composition. Furthermore, whether practice led or practice based, the research detailed in this 
exegesis can readily be identified as artistic research (Borgdorff 44-63) – specifically referred 
to by Borgdorff as “art practice” (45) – in which I have placed my work as an instrumentalist 
and composer under self-scrutiny. In the course of producing and describing the emergence 
of a folio of diverse compositions, the objective of the current research is to examine in detail 
my artistic methods and the creative processes whereby the works of art, in this case musical 
compositions, were composed. 
Kathleen Coessens, Darla Crispin and Anne Douglas have proposed that in artistic 
research, “…the artist and his or her artistic processes are involved in a dual capacity: both as 
the agents of the research and as its subject and object.” (46), a definition which would seem 
to describe my own position and perspective regarding the findings detailed throughout this 
exegesis. The assertion that the current research is both practice led and practice based would 
also seem to align with the view that artistic research can be defined as ‘research into art’, 
‘research for art’ and ‘research through art’ (Frayling 126). The current research has been 
conducted in an effort to address an area which has not received the attention which it would 
seem to warrant, namely compositional processes in jazz (‘research into art’), with a view to 
creating greater understanding of those processes (‘research for art’), by producing a series of 
compositions to serve as research subjects and detailing the processes by which such 
compositions emerged (‘research through art’) (Frayling 126). In the case of the current 
research, music is the specific field of art and jazz the specific musical idiom under 
discussion, a folio of compositions serving as subjects of the research, and the practice of 
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composing musical works which fit within the jazz idiom the specific topic being 
investigated. 
 
Defining Jazz Composition and Improvisation 
Jazz composition, in its most basic and frequently rendered form, comprises a so-
called lead sheet, or instrumental parts in the case of an ensemble, featuring a melodic theme 
(or head) to be played as written or memorised, supported by chord symbols, over which the 
instrumentalist may play an improvised solo following the form of the composition or song, 
basing the solo upon the written chordal progression (Giddins 4; Collier 180). This stands in 
contrast to the view in European classical music, attested by thousands of classical works 
composed over four centuries, that a composition should comprise specific notation scored 
for specified aggregations of instruments, to be played as written (Dahlhaus 10-11, 21, cited 
in George Lewis 96), except in the case of instrumental cadenzas such as those found in 
Baroque music, opera and instrumental concertos (Bailey XI). 
Nevertheless, it may be seen that throughout the history of jazz, composers have included 
sections to be played exactly as notated in arrangements of their compositions, i.e. Jelly Roll 
Morton in pieces such as Black Bottom Stomp, Grandpa’s Spells or Smoke-House Blues 
(Giants of Jazz: Jelly Roll Morton (Time Life Series); Schuller, Early Jazz 134-174).
1
 Duke 
Ellington did likewise from his earliest significant works (Black and Tan Fantasy; Creole 
Love Call; Mood Indigo; Music is My Mistress 79-80; Collier 70-84), a practice he would 
continue and expand (Collier 85-106) throughout his career in numerous extended works 
(Black, Brown and Beige; A Drum Is a Woman; Far East Suite; Sacred Concerts). Charles 
Mingus would follow suit in intricate compositions (Collier 220-242) on numerous albums 
(Jazz Portraits; Mingus Ah Um; Blues and Roots; Mingus Dynasty; Town Hall Concert; Pre-
Bird; Charles Mingus and Friends in Concert). It is common practice in jazz, especially in 
swing, bebop and related styles, to render a theme as arranged before taking solos (Collier 
180-184); Giddins 3-5, eventually giving rise to the proliferation of so-called fake books and 
real books (Evans/Wetzel; Mingus/Homzy; White; Parker; Sickler). Written or memorised 
heads also form bases for the compositions of free jazz exponents, Ornette Coleman (Free 
Jazz) and Albert Ayler (Ghosts) to name but two such examples. Additionally, jazz is replete 
with albums comprising highly notated material by various composers: Gunther Schuller 
                                                 
1
 Gunther Schuller documents Morton’s emergence as “the first great composer” (Early Jazz 134-174), a claim 
vigorously expounded by Morton himself in 1938 (Morton/Lomax, Library of Congress Recordings). 
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(Jazz Abstractions), John Coltrane (Africa Brass), George Russell (Jazz Workshop; New 
York, N.Y.; Jazz in the Space Age), Bill Evans and George Russell (Living Time), Evans with 
orchestration by Claus Ogerman (Symbiosis), Don Ellis (Don Ellis Orchestra ‘Live’ at 
Monterey; Live in 3⅔/4 Time; Electric Bath; Tears of Joy), Carla Bley (Communication; Jazz 
Composer’s Orchestra), Herbie Hancock (Speak Like a Child; The Prisoner; Fat Albert 
Rotunda; Sunlight), Ornette Coleman (Skies of America), Wayne Shorter (Phantom 
Navigator; Joy Rider; High Life), Maria Schneider (Allegresse; Concert in the Garden; Sky 
Blue). It seems hardly necessary to add that the genre of big band swing since the 1920s is 
typified by written arrangements (Wen-Shih 180-187; Giddins/DeVeaux 171-200; Collier 70-
106). Yet even in these cases, which are neither isolated nor exceptional, provision is made 
by the composer for the performance of improvised solos by featured instrumentalists, a 
practice which I too have always followed in my own compositions and arrangements. 
Whilst the current dissertation is not focused upon improvisation, some definition of 
jazz improvisation is important in understanding the distinctions which I make between 
improvisation and composition. Derek Bailey defines improvisation in jazz, along with that in 
baroque music and flamenco, as “idiomatic improvisation” (xi). Thus, one may describe jazz 
improvisation as the use during performance of melodic or harmonic patterns, sliding or 
bending of notes, interposing of chromatic passing notes and chords, extended harmonies, 
syncopated rhythmic patterns, accentuation of some notes and ghosting of others, variations 
in timbre, devices which may typically be heard within the jazz idiom (collier 180-184; 
Giddins/Deveaux 3-5; Griddley 165-201). Their widely varied usage by jazz exponents gives 
the music its stylistic diversity, expressiveness, and in the best cases, a strong degree of 
momentum, unpredictability and sense of creative opportunism, with a potential to unearth a 
phrase which, if the soloist can remember it afterwards, may later develop into a new 
composition. 
 
Autoethnographical Issues? 
Whilst acknowledging the autoethnographic approach taken in dissertations by other 
composers (Denson; Hultgren), and that the methods which I have employed in the current 
research could have been treated from an autoethnographic perspective as defined by authors 
on the subject (Ellis 52; Maréchal 43-45), this dissertation instead centres upon the folio of 
compositions as the location of the current research, that is, the research has been conducted 
through composing. Furthermore, whilst acknowledging that my cultural background, as an 
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Australian of mixed ancestry with no known American roots beyond my involvement with 
jazz and blues may be of interest, I did not consciously take cultural factors other than the 
historical context of my musicianship into account when composing the folio, and 
considerations of my cultural background are beyond the scope of the current dissertation. 
My career, however, has taken place very much in the presence of African-American culture, 
through my close work and interaction with African American musicians, in addition to 
musicians from a wide diversity of cultures.  
George Lewis proposes what he has termed “…:"Afrological" and "Eurological" 
systems of improvisative musicality …” (Lewis 93). He asserts that the Afrological” system, 
typified by the work of African-American bebop musicians such as Charlie Parker, was 
inspired by life experience and social protest against racism (94-95); whereas the 
“Eurological”, typified by John Cage and other musicians from a European classical 
background, tends to be driven by purely musical aesthetics (97). Assuming these guidelines, 
my own approach to both musical improvisation and the compositions which arise from it 
most closely fit the Afrological rather than the Eurological model, though there are 
exceptions, as discussed in later chapters. 
This thesis is confined to the research questions which it seeks to address by way of 
examining the folio of compositions. Nevertheless, part of the consequent discussion focuses 
upon personal background and motivation, including the self-confidence which led me to 
become a composer, the same degree of self-motivation that enabled me to achieve musical 
and non-musical goals in spite of the inconvenience posed by blindness. This 
autobiographical aspect provided significant background to the creation of the folio, indeed 
the folio was composed in response to that background. This aspect is a recurring topic 
throughout the dissertation, and is contextualized with experiences of other composers from 
various musical genres, notably in Chapter 2 (see pp.47-49), Chapter 5 (see p.130), and 
especially throughout the discussion of Kathleen’s Theme in Chapter 4. 
 
Literature Review: Composition in the Shadows 
Composition has been a vital element of jazz throughout its history, traceable to 
ragtime and blues of the 1890s and early 1900s (Giddins/DeVeaux  1-42), with compositions 
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such as Maple Leaf Rag (Joplin), St Louis Blues (Handy), Tiger Rag (Morton),
2
 Memories of 
You (Blake/Razaf) having been revisited many times over by jazz performers. Subsequently, 
between 1920 and 1970, a succession of composers emerged, whose work would prove 
crucial to the evolution of jazz, from its beginnings as music for dance and entertainment in 
the 1920s, to the development of more intense artistic subgenres such as bebop, hard bop, 
post-bop, third stream and free jazz. Jazz would serve as an important medium for social 
protest and spiritual affirmation during the civil rights movement in the USA from the 1950s 
onwards (Kahn 181-193, Monson 61-74). 
Duke Ellington, arguably the most prolific jazz composer of all time, remained 
productive throughout this period, from the early Soda Fountain Rag in the 1910s (Ellington, 
Music is My Mistress 20), to Third Sacred Concert in 1973 (493-522).
3
 Other composers 
emerged successively throughout this time frame, including Fats Waller, Benny Carter, Mary 
Lou Williams, Billy Strayhorn, Thelonious Monk, Dizzy Gillespie, Charlie Parker, Tadd 
Dameron, Charles Mingus, Sun Ra, Miles Davis, Horace Silver, John Coltrane, Benny 
Golson, Yusef Lateef, Ornette Coleman, Cecil Taylor, Wayne Shorter, Andrew Hill, Don 
Ellis, Herbie Hancock, Joe Henderson, Carla Bley, McCoy Tyner, Chick Corea, Keith Jarrett 
and Joe Zawinul. Since the early 1970s, with the proliferation of styles such as fusion and 
free jazz, composition has become increasingly widespread amongst jazz practitioners, 
largely influenced by some or all of these innovators and stylists. This is to say nothing of the 
vital presence in jazz of the 12-bar blues (Southern 333-339; Giddins/DeVeaux 43-74), or the 
continuing impact of a plethora of popular songwriters whose songs, originally written for 
Vaudeville or movies, have been adapted by virtually every jazz musician since the late 
1920s and early 1930s (Art Tatum Portrait; Lester 63, 70-71, 73, 76, 80), including works by 
Cole Porter, Irving Berlin, Hoagy Carmichael, or song-writing teams such as Waller/Razaf, 
the Gershwin brothers, Arlen/Mercer, Rodgers/Hart (Giddins/DeVeaux 147-148). Indeed, 
within the jazz idiom, even highly individual, innovative and influential composers have 
made extensive use of the 32-bar popular song form, often basing new melodies upon the 
chord changes of well-known standards (George Lewis 94-95; Griddley 165), readily 
observable when one peruses the compositions of Thelonious Monk (Sickler) and Charlie 
Parker (Parker/Aebersold/Sloan). 
                                                 
2
 Composer credit for Tiger Rag is contentious, also claimed by Nick LaRocca et al (Original Dixieland Jass (sic 
Jazz) Band) in 1918. Nevertheless, Morton’s claim to be the composer of Tiger Rag, as told to Alan Lomax 
(Library of Congress Recordings, disc 2, tracks 9-10), is very detailed and highly plausible. 
3
 Third Sacred Concert, recorded on 24 October 1973, seven months before Ellington’s death, was released 
posthumously in 1975. 
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The first examples of purely improvised jazz, e.g. not based upon any formal 
compositional structure such as blues or popular song formats but upon melodic and 
harmonic concepts alone, did not emerge until 1949 in recordings by Lenny Tristano 
(Intuition; Digression). This approach was not attempted again to any extent until Ornette 
Coleman did so in a series of iconoclastic albums recorded between 1959 and 1961 
(Something Else; Tomorrow is the Question; The Shape of Jazz to Come; Change of the 
Century; This Is Our Music; Free Jazz; Ornette; Ornette on Tenor; Twins), marking the 
emergence of his harmolodic concept of composition/improvisation (Coleman 54-55; Haden 
29-30; Heckman 59-62, 99-100). Others soon followed – Eric Dolphy (Out There; Out to 
Lunch), Cecil Taylor (Café Montmartre; Unit Structures), Albert Ayler (My Name Is Albert 
Ayler; Spiritual Unity; Ghosts; Bells), and Coltrane with Pharoah Sanders, Archie Shepp, 
McCoy Tyner, Juno Lewis and others in a series of albums recorded in 1965 (Ascension; 
First Meditations; Meditations; Kulu Se Mama; Om; Transition; Sun Ship) 
(Giddins/DeVeaux 445-484). 
Despite the central role of composition as defined above throughout the history of 
jazz, most analysis and criticism focuses upon performance style, subgenres, instrumental 
soloists, improvisation and instrumental solos. The blurring of lines and dilemmas of 
distinction between premeditated composition and the role of improviser as spontaneous 
composer is well illustrated in “What is a Jazz Composer?” (Mingus, Let my Children Hear 
Music (liner notes), repr in Mingus/Homzy 155-157), and discussed with reference to Sonny 
Rollins (Schuller, “Sonny Rollins and Thematic Improvising” 6-11; Givan 267-237).4 
Discussion of theory, transcription and analysis of the structure of compositions and 
improvised solos by instrumental stylists is an integral part of jazz education worldwide, with 
respect to subjects such as theory and practice in jazz (Hellmer and Lawn), bop (Gridley 162-
201) and hard bop (228-259), the How to Play Bebop series (Baker); The Jazz Piano Book, 
The Jazz Theory Book and more recent How to Voice Standards at the Piano (Levine). 
Various books and articles specifically address the work of influential jazz artists, i.e., 
structural analysis of the solos, compositions and pianism of Thelonious Monk (Blake 26-30; 
Givan, “Thelonious Monk’s Pianism” 404-442; Haywood 25-45; Kurzdorfer 181-201; Koch 
67-80; Schuller, repr in Williams 216-238; Williams 433-441), Bill Evans (Kenny 163-194; 
Reilly), or the solos and technique of John Coltrane ( “Porter, A Love Supreme” 593-621; 
                                                 
4
 In his 2014 article, Givan presents convincing evidence in rebuttal of Schuller’s 1958 summation of Sonny 
Rollins’ Blue 7 as a perfectly formed composition based on thematic development. 
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White). There are esoteric approaches, such as those found in Method on How to Perform 
Audiophysiopsychic Music (Lateef 3-6). Online resources, too, continue to proliferate; one 
excellent example which has proved useful for my students being the jazz advice website 
(Wernick/O’Donnell). These examples represent a mere fragment of a vast and continuously 
expanding body of jazz-related literature. 
Meanwhile, far less attention has been directed at compositional methods. The lack of 
discussion of compositional process in comparison with other issues is well illustrated in 
Time Magazine’s feature article on Thelonious Monk from 28 February 1964 (Farrell 84-88), 
when Monk had reached a pinnacle in popularity and artistic recognition: 
Monk's lifework of 57 compositions is a diabolical and witty self-portrait, a string of 
stark snapshots of his life in New York. Changing meters, unique harmonics and 
oddly voiced chords create the effect of a desparate (sic) conversation in some other 
language, a fit of drunken laughter, a shout from a park at night. His melodies make 
mocking twins of naivete and cynicism, of ridicule and fond memory, Ruby, My Dear 
and Nutty are likeably simple, Off Minor and Trinkle Tinkle are so complex that 
among pianists only Monk and his protege, Bud Powell, have been able to improvise 
freely upon them. (Farrell 85)  
 
Though generally descriptive of Monk’s pianistic style and somewhat lyrical in 
evaluating Monk’s compositions, Farrell offers little more, nothing whatsoever with respect 
to creative processes, and aside from some reasonable biographical information and at least 
one revealing quote which will be dealt with in Chapter 7, much of the article focuses upon 
Monk’s penchant for wearing unusual hats, his habit of leaving the piano to dance during 
performances, his pithy remarks and pharmaceutical intake.
5
 
Elsewhere in popular jazz publications, interviewers have tended to focus their 
attention on the performance style or personal idiosyncrasies of important innovators such as 
Monk (Wilmer (“Monk on Monk”) 20-21; Gonzalez 12-13), rather than conducting any 
meaningful investigation of the methods by which they may originate and develop 
compositions. Books or album liner notes are informative as to why a piece was composed: A 
Love Supreme (Coltrane) as a prayer of praise to God (Coltrane, A Love Supreme (liner notes; 
Kahn XV-XVI, 97-128); Fables of Faubus and Praying with Eric (aka Meditations on 
Integration) (Mingus) as protests against racial persecution; Crepuscule with Nellie (Monk) 
composed in 1957 by Monk for his wife who was seriously ill in hospital at the time (Kelley 
221-223). Whilst motivation is frequently addressed and undoubtedly an important factor in 
                                                 
5
 Farrell also mentions certain lifestyle aspects of Sonny Rollins, Charles Mingus, John Coltrane and Miles 
Davis, by way of drawing comparison with the perceived personal eccentricities of Monk (87). 
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the creative process, as will be discussed throughout this exegesis, it is less easy to find 
precise information concerning methods of composition, i.e., whether a piece was realised 
during instrumental practice, away from the instrument entirely, or through other means, i.e., 
in the course of some activity not specifically related to music. 
In reality, as is abundantly evident in the recordings cited throughout this dissertation, 
influential jazz composers have also been highly inventive improvisers, even stylistic 
innovators upon their chosen instruments and beyond: trumpeters Gillespie and Davis; 
saxophonists Parker, Coltrane and Shorter; pianist/keyboardists Monk, Evans, Tyner, 
Hancock, Corea and Zawinul; acoustic bassist Mingus; electric bassist Jaco Pastorius. This 
fact alone may have served to increase critical and analytical focus upon performance at the 
expense of composition. 
Keyboardist/composer and electronic jazz pioneer Joe Zawinul has had more to say 
about his compositional processes than most other major composers working within the jazz 
genre (Silvert; Panken; Prasad), but his case seems to be rare. Several of Zawinul’s robust, 
often highly confronting statements will be dealt with in Chapter 4. 
To compound this problem, jazz composers have had comparatively little to say about 
their creative processes when opportunities have arisen. Wayne Shorter is influenced by 
movies (Mercer 102). He composed Nefertiti (Shorter, perf Davis) at the piano in 1967 (121). 
During his 2016 tour to Australia, he reiterated that Nefertiti “… came all in one piece” 
(“Interview with Andrew Ford”). Ford pursued the matter no further; Mercer’s biography is 
otherwise silent regarding Shorter’s creative processes, whilst liner notes to Shorter’s albums 
tend to concentrate upon the inspiration behind his compositions (Night Dreamer; Juju; 
Speak No Evil; The Soothsayer). 
Herbie Hancock, in his 2014 autobiography, is enlightening on occasions. A 
childhood memory inspired him to compose Watermelon Man, replicating the rhythm of the 
fruit-vendor’s wagon wheels on cobblestones in its piano rhythm and people calling out for 
watermelons in its melody (Hancock/Dickey 42; Hancock, “Breaking the Rules”). He 
discusses the processes which led him to turn a perfume commercial into one of his best 
known compositions, Maiden Voyage (Hancock/Dickey 88-91). After a series of events in 
which he wrote down, then lost, then re-discovered the original rhythmic concept for Maiden 
Voyage, Hancock describes resolving the piece at the piano by ending with the first two 
chords, “… like a spiral” (90), and demonstrated the process at the piano during his 2014 
Norton Lectures series (“Breaking the Rules”). Such insights are enlightening but brief. 
 31 
 
In fairness, Possibilities is an autobiography, not a treatise on compositional 
methodology. In the light of the instances cited above, having listened to recordings of many 
live performances by Hancock, and having attended concerts during two of his visits to 
Australia – in 1998 with Wayne Shorter and 2015 with Chick Corea, I would speculate that 
many of his compositions probably materialize during instrumental practice. One clue to 
Hancock’s methods and attitude to composition may be gleaned from the following 
reflection:  
Back in 1965, when I turned that Yardley Cologne jingle into the song "Maiden 
Voyage," I discovered something cool about writing music. I had been completely 
stuck, unable to figure out the song's progression, and nothing I tried sounded right. 
But then I finally stopped trying to write and just listened. And that's when the song 
revealed what it wanted to be. (Hancock/Dickey 176) 
 
This statement would suggest that Hancock perceives compositions as living entities, 
a notion which he may have developed through his Buddhist beliefs (Hancock, “Buddhism 
and Creativity”), and which I also hold. The imagery which Hancock and Shorter seek to 
evoke in their compositions is discussed further in Chapter 6. 
In 2011, the highly articulate Benny Golson performed three original compositions 
(Golson, “Master Class”), but of these, only related how he spent all day practising a two 
chord progression at the piano before finalising a melody to complete the new piece, Killer 
Joe (Golson, Meet the Jazztet). 
Ellington recounts writing some compositions away from the piano: Mood Indigo in 
the studio, including the unorthodox instrumentation of the original recording (Ellington 79-
80); Reminiscing in Tempo – in memory of his recently deceased mother – whilst travelling 
through the American South by train in 1935 (85-86); Warm Valley whilst travelling through 
Oregon, likening the mountains to “…women reclining …” (153). He relates that he wrote 
Creole Rhapsody in a single night, commenting: “That was the seed from which all kinds of 
extended works and suites later grew.” (Ellington 82). He gives few other specific details. 
Considering Ellington’s prolific performance and studio schedule spanning half-a-century, it 
also seems likely that many of his compositions arose at the piano, as was apparently the case 
with In a Sentimental Mood (Ellington 87). 
In 2009, author and composer Graham Collier pinpointed the problems of elucidating 
the process by which composition arise in his discussion of Ellington: 
“One question that remains is how Ellington came across these ideas and compiled 
them into such masterpieces -and, understandably; this is something of a mystery … 
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Most composers don't really know how composing happens, and, after it . happened, 
remember so little of the creative process that they will ask in bewilderment, 'did I 
write that?' Reading about Ellington one gets the impression that he was so busy 
travelling that he didn't even have time to think that far. But what he did have was a 
band to use as his personal 'scratchpad'  (Collier 92). 
 
Some significant accounts exist, e.g., of Coltrane basing the melody of Alabama (Live 
at Birdland) upon Martin Luther King’s eulogy for four black girls killed in the 15 September 
1963 bombing of a church in Birmingham Alabama (Kahn 78-79; Thomas 167-168), and 
Psalm (A Love Supreme), based by Coltrane upon his poetic prayer from the liner notes to 
that album (Kahn 121-126). Alice Coltrane, John Coltrane’s wife and musical collaborator, 
herself an influential keyboardist and composer, recalled that her husband secluded himself in 
an upstairs room for five days in September 1964 when composing A Love Supreme (Kahn 
XV). Yet overall, compared with discussion of instrumental style, analysis of improvised 
solos and non-musical issues, first-hand accounts of jazz compositional process are 
comparatively scarce, often short on detail or disappointingly vague. 
 
Methodology 
The issues raised in the literature review above are significant in view of my long-
standing interest in the history of music as a whole and jazz in particular, and in view of my 
use of practice and performance at the piano as the principal – though by no means the only – 
environment in which new compositions may originate and develop. 
Whilst I have already sought in the literature review to place the role of composition 
in jazz within a historical context, the subject will be revisited in later chapters in order to 
contextualize my own work as a composer. Thus, as research subjects for this exegesis, I 
composed the accompanying folio of new works, nine of which I have arranged for my small 
big band, A Love Supreme Super Band (Appendix 1). These arrangements have gone some 
way to fulfilling what I perceived to be an important objective, that the folio compositions 
should have a life beyond the current dissertation, to be performed by musicians other than 
myself. Ultimately, the entire folio is to be arranged and recorded, possibly as a suite. Many 
of the compositions have become regular items in my performance repertoire, as well as 
subjects for study by my students. This point is addressed where relevant in Chapters 2 and 3. 
Lead sheets for each composition have been included throughout Chapters 3 and 4, in the 
sub-sections in which each is discussed. 
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In composing the folio, I did not set out to be innovative as such, to invent some new 
kind of jazz. Rather, my objective was to examine the processes which I normally pursue as a 
composer in order to originate and arrange new compositions, innovative or otherwise, and to 
describe those processes as they unfolded. 
I had initially set myself the goal of composing perhaps six or eight new pieces, 
taking into account the possibility that I might abandon many ideas in pursuit of that goal. In 
fact, my efforts resulted in a folio of twenty compositions, many of which are interconnected 
harmonically or melodically, with surprisingly few ideas being stillborn or abandoned. This 
having been achieved, I decided that the relatively large number of compositions which 
comprise the folio would be included in this dissertation, along with the fifteen pre-folio 
compositions (Appendix 2) which inspired them, in order to establish continuity of style and 
method in my work as a composer. 
Having composed some 280 pieces since 1981, including those in the folio, it was 
relatively easy for me to revisit favourite devices: harmonic chromaticism, parallel harmonic 
progressions, quartal harmony, contrary motion between melody and bass, multiscalarity, 
pantonality, melodic themes and motifs, internal voice-leading and secondary melodies, 
juxtaposition of simple melodic phrases over complex harmonies, irregular and extended 
forms. The role which these and other devices play in my creative processes is discussed 
more generally with respect to my earlier compositions throughout the dissertation, 
commencing in Chapter 2, and in detail with respect to the folio throughout Chapter 3 with 
specific reference to each individual folio composition. Due to its interconnection with folio 
and pre-folio compositions, its complexity, the time period covering its development and the 
story which inspired its creation, I have singled out the composition entitled Kathleen’s 
Theme for detailed examination in Chapter 4. 
The processes by which each piece in the folio was composed is discussed in Chapters 
3 and 4, with reference to two accompanying documents: Composition Log (CL), in which I 
kept a day-by-day account of the creation of fifteen folio compositions between 2010 and 
2011, and Supplementary Composition Log (SCL), covering several compositions which were 
completed between 2012 and 2015. A qualitative examination of both composition logs is 
undertaken in Chapter 5 for the purpose of further elucidating my compositional processes, 
along with the attitudes and motivations which impacted those processes. I have also included 
a three-part video presentation, recorded on 29 June 2013, in which I perform and discuss 
several folio compositions, especially dealing with the lengthy and multifaceted process of 
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composing Kathleen’s Theme and ideas I had developed in 2013 for its further development 
(Video 3). 
Creation of the folio involved several important concerns addressed throughout the 
logs: methods; form and structure; development of several ideas concurrently; naming of 
compositions; stylistic diversity; use of Braille manuscripts as a method of externalization 
and compositional development; artistic self-confidence. Several factors not specifically 
related to music motivated me to compose, including spirituality and a lifelong interest in 
trains, each addressed in Chapter 6. Thus motivational factors, including the important role of 
self-confidence, will receive considerable attention throughout the dissertation as vital 
ingredients in the creative process. Reference will be made throughout this exegesis to 
interviews and other sources in which composers, primarily those whose principal idiom is 
jazz, have discussed their compositional processes and motivations, as yardsticks by which to 
contextualize my own work. 
The task of discussing the processes by which I composed almost 250 pieces 
throughout three decades prior to the folio posed a considerable challenge, as unlike the folio, 
I kept no record of their creation and development. Nevertheless, I am able to recollect in 
some detail the manner in which a significant number of earlier compositions were realised, 
especially those which I regard as my best efforts, such that it is possible for me to compare 
the processes involved in their creation with those documented in relation to the folio. To this 
end, I have chosen for discussion and have included manuscripts of fifteen pieces which I 
composed between 1982 and 2001 (Appendix 2 255-285), which directly influenced or 
inspired the folio. Other pre-folio compositions will also be mentioned throughout the 
dissertation, with relevance to factors such as stylistic continuity between the fifteen most 
significant pre-folio compositions and the folio. 
These factors, however biographical, are relevant to the current research, especially 
regarding the methods which I employed in composing the folio, and in establishing 
comparisons with those methods by which I have always composed. Thus, there will be 
frequent references throughout this dissertation to the use of Braille as an initial means of 
manuscripting compositions, occasionally though not frequently serving as a means for 
completing the formulation of compositions, as in the case of Fifteen. Moreover, lack of 
eyesight has probably enforced the practice of composing at the keyboard as the most 
important means by which I compose. Thus, I practice composition through performance. 
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Chapter 2. Encounter with Jazz Original Composition 
It is the freedom to interpret compositions in performance, serving as an integral part 
of each composition, which attracted me to jazz, rather than classical music, as the most 
appropriate idiom by which to express my musical concepts. From the start of my career in 
1979, I studied Ragtime, boogie-woogie, the unique left-hand style of Jelly Roll Morton, the 
stride piano of James P Johnson, Fats Waller, Earl Hines and Art Tatum, and the piano 
innovations of Thelonious Monk, Bud Powell, Bill Evans, McCoy Tyner and Cecil Taylor. I 
investigated the challenging body of compositions designed specifically by jazz composers 
for jazz interpretation–jazz original compositions (Berliner 61-62); from the early works of 
Morton and Ellington to those of Wayne Shorter, Chick Corea and Jaco Pastorius. If I could 
improvise upon these compositions, I reasoned that I should be capable of improvising upon 
my own. 
 
Three Processes 
In reviewing my development as performer/composer, I can identify three major 
processes which I have followed and to which I adhered closely in creating the folio: 
analysis, synthesis and genesis, not dissimilar to Clark Terry’s concept (“imitate, assimilate, 
innovate”), which Paul Berliner has also identified as normal and important processes in the 
study of jazz. 
 
Implementing comparable programs, youngsters not only sample the precise 
vocabulary patterns of each idol, but they isolate and analyze the wide-ranging 
performance traits and musical concepts that make up an idol's improvisational style. 
As their level of sophistication advances, students grasp the multitude of attributes 
comprising each artist's "musical personality," from the most specific features of 
timbre and melody construction to the most general issues concerning musical texture 
and tune treatment. They learn, moreover, to interpret such matters within the 
changing stream of their music's historical conventions and come to value the 
processes by which individuals establish their own identities through interacting with 
peers and predecessors alike. 
(Berliner 122) 
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Analysis 
As a working musician, I have performed in a variety of genres - rock, country, folk, 
Afro-American and European sacred music, besides a wide scope of jazz subgenres including 
Dixieland, bop, free jazz and fusion. I am especially concerned with blues, popular standards, 
Brazilian Bossa/Samba and original jazz compositions. Because of these widely varied 
musical interests, I am constantly analysing metre, melody, harmony and form, a process 
which I apply when composing. 
 
Synthesis 
In order to become a proficient performer, I deemed it necessary to listen to, imitate, 
absorb and synthesize the stylistic nuances of the great artists throughout the history of jazz, 
and especially in my own case, pianists. It may suffice to say that I have absorbed stylistic 
elements from most jazz sub-genres. Blues artists Meade Lux Lewis and Pete Johnson, as 
well as big band leaders Duke Ellington and Count Basie, have provided crucial sources for 
my development as both a solo and an ensemble pianist/keyboardist.  
As a dedicated solo pianist, I have sought to synthesize as many genres and 
instrumental nuances as possible, in an effort to create a personally distinctive musical style. 
As a composer, I have drawn much of my inspiration from Monk, Coltrane and Shorter, and 
have also gained valuable insights into harmony, melody, rhythmic concepts and formal 
structure, from studying the works of Ellington, Henderson, Evans and Hancock, popular 
songwriters including Hal David, Burt Bacharach, Jimmy Webb, John Lennon, Paul 
McCartney, Brian Wilson, Carol King, Elton John, Billy Joel, and Brazilian composers 
Antonio Carlos Jobim, Sergio Mendes and Flora Purim. These interests stand alongside my 
work with standard American popular song repertory, and my practical and academic 
involvement with the blues (Usher, Blues City; “Debunking the Blues Scale”). 
 
Genesis 
These processes of analysis and synthesis lead me to attempt the development of my 
own musical language through composition, a process which I think of as creation or genesis. 
The more I listened to the work of prominent jazz composers, the more I was motivated to 
compose. I had gained an understanding of form and structure, dating back to my initial 
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classical piano studies and introduction to theory with my first teacher, the late John 
Felmingham, commencing in 1964 when I was aged six, continuing with my studies of 
classical theory at high-school. Additionally, I made music at home and in church with the 
members of my family from early childhood, and was involved in choirs, wind ensembles 
and other music projects at school. 
Whilst these activities are not of themselves exceptional, I could always analyze what 
I heard, courtesy of a love of theory amplified by accurate pitch. This process of development 
would not seem to be dissimilar to those ascribed to Monk (Kelley 15-24, 25-39, 40-50), 
Coltrane (Kahn 6, 8, 10-11; Thomas 34-36) and Shorter (Mercer 26-39, 40-63). More will be 
said about the processes of these composers in Chapters 6 and 7. As I honed these abilities in 
the course of playing and arranging for various groups, and in view of my growing interest in 
the compositions of others, it was perhaps inevitable that I gravitated towards composition. 
 
Folio and Pre-folio Compositions in Context 
The pre-folio compositions which I have chosen for special discussion are listed in 
chronological order rather than any order of evolution in style or complexity, though it is 
possible to discern a broadening of creative horizons as I explored various musical subgenres. 
Throughout my career, I have often explored different styles or compositional structures 
relative to the work of other composers whose work I happened to be studying at the time. 
Most folio and pre-folio compositions listed above comprise melodies which, at first 
glance, appear simple, being built mainly from quarter and half-note diatonic motifs or 
phrases, but gain in complexity as they follow the often complex harmonic progressions 
which support them. In contrast to this tendency, Captain Bebop and Blue Hermit display 
both melodic and harmonic complexity; Song of the Nomad has a complex melody set over a 
more simple modal background; Song for Mother Earth is a G Aeolian mode piece with a 
diatonic melody underpinned by a 6-8 Bembe metre and complex cross-rhythms between 
melody, bassline and internal voicings. 
 
Impact of the Blues 
Although the folio contains no blues compositions whatsoever, the blues has some 
discernible impact, observable in the melodies of Trinity, Twelve Tone Train and bars 10-12 
of Jeffu; less obviously in the melodies of Bird Wings and Fifteen. Although I have composed 
 38 
 
relatively conventional blues (Big Jeff’s Boogie; Crab-Pot Blues), and bebop blues (Mum’s 
The Word; Niecy Reezy), from the mid-1980s onwards I began seeking to redefine the 12-bar 
format by using harmonic progressions other than the familiar III-VI-II-V-I and tritone 
substitute cycles which pervade jazz blues, or the I-IV-I-V-I and I-IV-I-V-IV-I patterns 
prevalent in subgenres such as boogie-woogie, Chicago or Delta Blues. This quest would lead 
me to compose non-conventional blues-like pieces (Blue Hermit; Blues at The Risk; Blues in 
Black and White), the latter containing a tone row in its opening two bars, and other examples 
which I have arranged and recorded but not yet released (Tunnels; Blues in the Green-House; 
Bluju). 
 
Composition at the Piano 
In spite of the possible anomaly of blues influencing demonstrably non-blues 
compositions, I have usually followed one principal creative process throughout my career, 
even when composing more extensive works, which developed from my study of the blues. 
The chain of process in question is to conceive new ideas, preferably at the piano but 
occasionally away from it entirely, then develop each idea into a composition during hours of 
practice, often over days or weeks as with Kaye, Song for Mother Earth, Inside the Fire, 
Sweet Light of Wisdom or Battle Song. Whilst I may spend time internalizing the composition 
by thinking about it or singing the melody away from the piano, I then master it technically 
through intensive instrumental practice.  
Blues at The Risk was completed within a day or so with minimum effort, though I 
then practised it extensively in order to gain proficiency at improvising upon its unusual 
parallel chord progression. Blue Hermit, not a conventional blues despite its name, emerged 
in July 1987 after several days of practice and internalization to master its rhythmic, melodic 
and harmonic intricacies. Kaye, Song for Mother Earth and Sweet Light of Wisdom each took 
some three weeks to compose. Battle Song took much longer, evolving over a period of six 
months, for although it is melodically simple, I could not immediately decide the order of its 
chord progression. 
Blue Hermit initially arose as my reaction to the compositions of composer/pianist 
Mike Nock, with whom I had studied at Queensland Conservatorium of Music throughout 
1985, and was my first attempt at a composition whose improvisational section substantially 
differed from its main theme. It would directly inspire a diverse series of pre-folio 
compositions (Commitment; Tunnels; Job’s Comforter; Realm of the Restless; Bluju; 
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Redshift), especially in terms of melodic concepts, unconventional form and harmonic 
progressions. I followed the same process of experimentation at the piano when composing 
other more complex pieces such as Kaye, Inside the Fire and Sweet Light of Wisdom, simpler 
ones such as Song for Mother Earth, the minimalist/serialist Battle Song, and decades later, 
the folio. 
 
Stylistic Continuity and Diversity  
My investigations of various jazz styles frequently overlapped, combining in certain 
compositions. Kaye, composed in 1989, features certain Coltrane-like elements: a 3-4 
rhythmic pulse, an extended form section at bars 33-64 of its main theme, and so-called 
“giant steps” progressions in bars 22-24 of its introduction, bars 8-13 of the main theme and 
in its coda. But it also contains harmonic and melodic nuances inspired by and more 
generally associated with Bill Evans in its introduction and bars 1-32 of its main theme. I was 
so thoroughly satisfied with Kaye as a composition, that I sought to emulate it with other 
waltzes (For You Precious One; For a Sleeping Baby; Time’s Chimes), and in 1993 Sweet 
Light of Wisdom, whose chordal progressions at bars 1-8 and 21-28 were inspired by Wild 
Flower (Shorter), leading to Coltranesque chord progressions at bars 9-16 and 29-36 and 
extended form modal sections at bars 37-44 and 45-52. Both Kaye and Sweet Light of 
Wisdom would provide grist for my creative mill when composing the folio, directly inspiring 
Dear Kitty, Kathleen’s Theme and Unfinished Symphony. 
In some cases, stylistically divergent pieces were composed simultaneously or in 
close proximity to each other. Samba on the Rocks and Job’s Comforter, composed in April 
1991, differ from each other both harmonically and melodically, their samba rhythmic sense 
providing the only obvious common factor. Kaye, Blues at The Risk and Song for Mother 
Earth, composed between December 1989 and April 1990, are stylistically unrelated, 
although parallel progressions feature in all three: in the main theme of Kaye (bars 2-4, 17-
21), the C-section of Song for Mother Earth, and the entire harmonic structure of Blues at 
The Risk. I would revisit parallel progressions in Job’s Comforter (bars 17-20, 37-40) and 
Sweet Light of Wisdom (bars 15-16, 33-34),. Between March and May 2011, in creating the 
folio, I would again find myself composing several stylistically diverse pieces concurrently. 
The folio encompasses several styles. Bird Wings, Dovetail, Fifteen, Twelve Tone 
Train and Usher Times Monk represent various aspects of bebop and post-bop. Jeffu and The 
Fifties feature metre shifts between Mambo and swing/bop. Blue in Orange, Homeless, Lady 
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with the Flute and Sun Flight are slow bossas, with Homeless comprising a series of repeated 
two-bar loops. Dear Kitty, Déjà Vue, Gaze upon the Rainbow, Kathleen’s Theme, Trinity and 
Unfinished Symphony are waltzes. The Still Small Voice, also a waltz, has as much in 
common stylistically with traditional European sacred music as with jazz, and contains 
ascending chordal progressions including inversions (bars 20-23, 28-31). The only other folio 
composition to contain ascending progressions is Kathleen’s Theme (bars 3-6, 10-14). The 
Caged Lion is a 24-bar series of repetitive three-bar circuits written in 3-4, but could equally 
have been rendered as eight bars in 9-4. Mysterious River is set to a C pedal over a straight-
eight medium Tumbau or Mambo metre. 
There is greater stylistic diversity among the pre-folio compositions. Leviathan, Kaye 
and Sweet Light of Wisdom are waltzes, each featuring extended form sections and shifts in 
key-centre. Once and for All and Bridge to Eternity are ballads. Captain Bebop and Samba on 
the Rocks live up to their titles. Inside the Fire is a slow bossa with time signature changes. 
Job’s Comforter is a non-key-centred 4-4 samba with a 6-4 recurring hiatus (bars 17-20, 37-
40) and two 16-bar themes which mirror each other (bars 1-16, 21-36). Blue Hermit and 
Blues at The Risk loosely qualify as post-bop. Spirit Train is set to a fast swing-bop metre 
inspired by both Giant Steps and Impressions (Coltrane). Song for Mother Earth is a 6-8 
Bembe which could have been written in 12-8. Song of the Nomad is in 7-4, with a 
multiscalar, Arabesque melody. Battle Song
6
 comprises a two-note melody over a 4-bar bass 
ostinato tone row in slow medium swing 4-4, which served as inspiration for the rhythmic 
sense of Twelve Tone Train from the folio. 
 
Form and Structure 
Early in my composing career, I made use of conventional forms, regular jazz blues 
(Big Jeff’s Boogie; Crab-pot Blues), and 32-bar forms (All-Clear; Once and for All; Ushering 
In). But I felt impelled to go further, to move beyond mere revisitation of standard jazz 
repertory and stylistic replication. Therefore, I experimented increasingly with complexity of 
both form and harmony. Composer/guitarist Pat Metheny relates a similar development in his 
career: 
                                                 
6
 In 2005, I included Battle Song as part of a set of three compositions entitled Wisdom Suite, with segue into 
The Divine Calling (Appendix 2 283-285), concluding with Sweet Light of Wisdom (Appendix 2 279-280). 
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As much as I love playing on standards and blues forms and modern jazz 
compositions, there was a way of playing, an improvisational feeling that although I 
could kind of impose it into that zone a little bit, I didn’t really find music that really 
allowed me to follow through on my own improvisational urge. So I started writing 
tunes out of necessity (Niles 146). 
 
A lifelong fascination with the unconventional song forms of Hal David and Burt 
Bacharach, and a growing acquaintance with the compositions of Monk, Coltrane, Shorter 
and other innovators, led me to experiment with irregular forms, melodic motifs, simple 
themes over complex harmonic and scalar progressions. This resulted in a series of 
compositions over two decades (Leviathan; Blue hermit; Commitment; Kaye; For You 
Precious One; Redshift; Inside the Fire; Sweet Light of Wisdom; For a Sleeping Baby; Battle 
Song; Flora; Ellita), a lineage now succeeded by a folio containing only three 32-bar 
standard-form compositions (The Still Small Voice; Twelve Tone Train; Usher Times Monk, 
the latter being the only example of 32-bar AABA or AABC form in the folio. 
7
. 
 
Grundgestalt 
As with many of my improvisations, I frequently build compositions from some basic 
theme or structure, referred to by Arnold Schoenberg as ‘grundgestalt’ (Stein 161-66, 439). 
The term has also been appropriated to describe similar thematic bases in the music of Duke 
Ellington (Green 215-249). In teaching composition students, I often refer to this process as 
‘Out of this rib let us make a woman’, an analogy drawn from the biblical story of God’s 
creation of Eve from Adam’s rib (Genesis 2:21-24). 
Within the folio, the eleven renderings of the name ‘Kathleen’, seven of which are set 
over descending minor thirds, form the grundgestalt from which grew the vocal section of 
Kathleen’s Theme, with the entire composition growing from and returning to the original 
ten-bar theme (bars 163-172), melodically and harmonically identical to the vocal section at 
109-138. 
8
. In 2012, I used reconstructions of this theme at bars 1-2, 25-31, 32-33 and 72-78 
of Unfinished Symphony as the focal point of that composition. The grundgestalt of Fifteen is 
the 15-note melody over its opening four-bar statement/interlude. Jeffu sprang from its 
opening ostinato melody or “train theme” (CL 3); Bird Wings from the ascending four-note 
                                                 
7
 Blue in Orange is in AABA form, but has a seven-bar B-section, thus rendering a main theme of 31 bars (see 
Ch.3 90. 92 (Footnote 19)). 
8
 Unless otherwise specified, bar numbers cited with respect to Kathleen’s Theme refer to the 2011 original lead 
sheet (see Ch.4 103). 
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quartal melodic pattern at bars 1-12. In Sun Flight, The melodic statement at bars 1-2 and 5-6 
is extended at bars 9-10 and forms the melodic basis of bars 18-25. The Caged Lion 
developed from the three-bar loop in its A-section. 
Among earlier compositions, the “grundgestalt” concept is perhaps best exemplified 
in Sweet Light of Wisdom, in which the seven-note melodic phrase of the first three bars is 
developed throughout bars 4-36. Leviathan evolved from the melody and rhythmic pattern of 
its opening two bars. Song for Mother Earth was built from variations of the melodic figure 
in bar 1 and 5 of its A-section. Job’s Comforter was developed from the melodic statement in 
its opening four bars. Bridge to Eternity has at its heart the alternating major and minor chord 
sequences which circulate back to its beginning over 24 bars. Battle Song revolves entirely 
around the rhythmic pulse of its two-note melody, supported over four bars by all twelve 
tones sequentially in its bass. Other pre-folio compositions are less reliant upon development 
of a single statement, instead comprising a series of connected melodic or harmonic motifs. 
 
Chromaticism, Pantonality and Multiscalarity 
Chromaticism has a lengthy history in jazz, observable in Ellington’s compositions, 
e.g.  Sophisticated Lady from 1933 and Prelude to a Kiss 1938 (McElrath), and a 1945 
composition (The Clothed Woman); pre-dating its presence in compositions such as Ruby My 
Dear (Monk), Night in Tunisia (Gillespie) and Hot House (Dameron) from the 1940s. With 
the exception of Ruby my Dear, these compositions each have readily definable key 
signatures. Mingus, inspired by Ellington, was writing highly chromatic compositions with 
ambiguous key centers (Bemoanable Lady; Eclipse; Half-Mast Inhibition) prior to 1945 (Pre-
Bird), whilst Bill Evans composed the highly chromatic Very Early, with its shifting key 
centres, in 1949 or 1950 (Pettinger 17; Shadwick 51). These efforts would be succeeded, with 
decreasing reliance upon definable key signatures or key centers, by composers such as 
Russell, Schuller, Coltrane, Shorter, Hancock and Corea, abandonment of strict tonalities by 
Cecil Taylor, and purely melodic concepts by Ornette Coleman. In 1960, Russell made what 
has proved to be a prophetic observation on the subject of a then growing trend towards total 
chromaticism in jazz in conjunction with underlying musical simplicity: 
The techniques are going to get more complex, and it will be a challenge for the 
composer to master the techniques and yet preserve his intuitive approach. And it will 
be a challenge to the improviser to master these techniques and also preserve the 
intuitive, earthy dignity of jazz. Specifically, it's going to be a pan-rhythmic, pantonal 
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age. I think that jazz will by-pass atonality because jazz actually has roots in folk 
music, and folk music is scale-based music; and atonality negates the scale. I think 
that jazz will be intensely chromatic; but you can be chromatic and not be atonal. The 
answer seems to lie in pantonality. The basic folk nature of the scales is preserved, 
and yet, because you can be in any number of tonalities at once and/or sequentially, it 
also creates a very chromatic kind of feeling, so that it’s sort of like being atonal with 
a Big Bill Broonzy sound. You can retain the funk. 
(Russell, qtd in Korall, repr in Pettinger 211-12) 
 
Pantonality and multiscalarity (or panmodality),
9
 as defined above permeate the folio, 
observable in non-key-centred Bird Wings, Déjà Vue, Dovetail and Unfinished Symphony, 
and in compositions such as Fifteen and Jeffu with identifiable key centers, but feature most 
extensively in Kathleen’s Theme, which contains major, minor and dominant chords based 
upon all twelve tones. The root notes of the seven Lydian/Ionian chords at bars 109-138 and 
163-172 form a descending B-natural Super-Locrian scale, supporting a melody which 
equates to a nine-tone blues-like scale: A, B, C, D♭, D, E♭, E, F♯ and G. Additionally, there 
are passages in the melody which centre upon the Ionian mode in various keys: bars 1-2 D 
major, 3-8 G major, 10-13 F major, 87-90 and 95-98 B major and bars 91-94 and 99-102 E♭ 
major. Other passages are less definable in terms of set scales or modes, adding to the 
composition’s pantonal, multiscalar and non-key-centred nature. 
 
Cumulative Pantonality 
One of my favourite compositional approaches, observable in Bridge to Eternity, 
Inside the Fire, Job’s Comforter, Kaye, Sweet Light of Wisdom and Kathleen’s Theme, is to 
overlay harmonic chromaticism with melodies comprising phrases or figures which are 
diatonic to their neighboring chordal progressions, but gradually incorporate all twelve tones 
as they follow each succeeding progression. I think of this process as cumulative or creeping 
pantonality, a musical sleight of hand to which I resort throughout the folio. 
Concurrently with Kathleen’s Theme, I completed Bird Wings, Déjà Vue, Dear Kitty, 
Jeffu, Lady with the Flute, Mysterious River and Usher Times Monk (CL 2-15), each featuring 
all twelve tones progressively throughout its melody. Mysterious River comprises a C pedal 
point supporting harmonic progressions and melody encompassing all twelve tones. The 
                                                 
9
 David Baker once ascribed Coltrane as “… initiating a pan-modal style of playing, using several modes 
simultaneously…“ (Thomas 170). I would assert that the pan-modal epithet generally befits my own approach to 
improvisation and composition. 
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Caged Lion omits D from its melody, with A♭ and B♭ absent from its bass. Nevertheless, 
when melody and bass are taken together, let alone its underlying harmonic progressions, the 
full series is present. Though Usher Times Monk omits D in its bass, the melody contains all 
twelve tones, with D finally appearing in the second-last bar of the main theme. Fifteen omits 
A and B in its melody, but includes them in its bass and harmonies. Sun Flight contains all 
twelve tones within its harmony and melody, but B♭, D and F are absent from its bass. 
At first glance, The Still Small Voice and Trinity may appear to be diatonic, yet when 
their underlying harmonic extensions are considered, The Still Small Voice contains all 
twelve tones; Trinity all except G♭. With the exception of Blue in Orange and Homeless, all 
other folio compositions contain the full series throughout melody and bass in combination. 
Various permutations of pantonality may also be observed in pre-folio compositions, 
especially those in Appendix 2, of which Bridge to Eternity and Job’s Comforter have no 
definable key-centre, whilst Kaye could be described as having multiple key-centers. 
 
Lydian Concept 
The theory that the Lydian Mode and Lydian dominant scales form the foundational 
scalarities of jazz was proposed in 1953 (Russell, The Lydian Chromatic Concept of Tonal 
Organisation), and has been expounded subsequently by reputable jazz educators, e.g., Baker 
(Advanced Improvisation (series); How to Play Bebop (series)) and Grove (Advanced Modern 
Harmony (series)). Lydian voicings may be found in jazz from the late 1940s and early 
1950s, e.g. Very Early (Evans). The A-section of Un Poco Loco (Powell) comprises parallel 
major-7♯4 voicings. Such usage would be revisited subsequently, e.g. Naima (Coltrane); Iris 
(Shorter); Time Remembered (Evans); Black Narcissus and Inner Urge (Henderson). 
Lydian resolutions feature in many of my compositions: Job’s Comforter (bars 17-20, 
37-40); Kaye (main theme bars 17-21); Leviathan (bars 1-2, 7-8, 41-48); Sweet Light of 
Wisdom (bars 7-8, 15-16, 27-28, 33-34); Bird Wings (bars 1-10, 15-18); Dovetail (bars 1-2, 
17-20); Fifteen (bars 3-4, 16-19); Kathleen’s Theme (19-21, 109-138, 163-172); Unfinished 
Symphony (bars 25-31, 72-78). These examples notwithstanding, although I would generally 
accept that the Lydian and Lydian Dominant Modes provide a foundation for much 
contemporary jazz harmony, I focus more consciously upon multiscalarity, pantonality, and 
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ultimately the twelve-tone scale - a viewpoint which Russell himself seems to have endorsed 
in his comments quoted earlier. 
In my compositions, the Ionian and Lydian modes are often interchangeable, e.g. 
Kaye (main theme) bars 33-62; Sweet Light of Wisdom (bars 17-20); Kathleen’s Theme (KTL 
bars 87-102, KTSB bars 88-103. In further support of this contention, it may be seen that the 
Ionian (classical major) mode is not foreign to jazz. The Ionian mode may be observed in 
various post-bop settings: the opening Cmaj7-G9sus4 chordal movement of Peace Piece 
(Evans; Wetzel 52; Example 1), which the Miles Davis sextet (with Evans on piano) would 
revisit a few months later in the first and third segments of Flamenco Sketches (Davis; 
Pettinger 84-85). The Ionian mode also applies in the E-major section of Coltrane’s 
rearrangement of My Favourite Things (Rodgers/Hammerstein; Ultimate Jazz Fake Book 
260; Example 2), and bars 5-8 of Yes or No (Shorter; New Real Book 408; Example 3). In this 
latter example, regardless of the sharpened fourth passing-note in the melody at bar 8, pianist 
McCoy Tyner consistently moved between Dmaj7 and Emi7 in his accompaniment and solo 
on the original recording of Yes or No (Shorter), the natural fourth of the Emi7 supertonic 
chord rendering the Ionian mode. 
 
Example 1. Peace piece, opening bars, Bill Evans. 
 
Example 2. My Favourite Things extract, Richard Rogers. 
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Example 3. Yes or No extract, Wayne Shorter.  
 
 
Background, Influences and Inspiration 
Having already discussed the inspiration behind Blue Hermit, Kaye and Sweet Light of 
Wisdom, of the remaining pre-folio compositions listed above, the quartal harmony in 
Leviathan was inspired by Black Narcissus (Henderson); the parallel harmonic movement in 
Blues at The Risk by Hip Toe (Tyner); the melodic concept of Inside the Fire by I Have a 
Dream (Hancock). The mixture of single-note figures, linear melodic phrases and cyclic 
progressions in Captain Bebop were inspired by the pianism of Bud Powell and by Monk’s 
eponymous Thelonious; Once and for All melodically by Monk’s ubiquitous Round 
Midnight. In a more general sense, Song for Mother Earth, Samba on the Rocks, Job’s 
Comforter, Spirit Train, Song of the Nomad and Battle Song were inspired by the pianism of 
McCoy Tyner and the compositions of Coltrane and Shorter. 
 
Life Experience as Compositional Motivation  
Beyond gaining musical inspiration from other jazz artists, like them, as discussed in 
Chapter 1, I compose from a desire to tell stories or paint pictures through music, drawn from 
my own life experience. Leviathan is my depiction of a whale in the ocean; Blue Hermit the 
solitude of the composer. Battle Song is my reaction to the events of 11 September 2001; a 
musical protest against religious fanaticism and intolerance. Compositions such as Spirit 
Train and Sweet Light of Wisdom arose from the quest to define my spiritual perspective 
through music, whilst Blues at The Risk, Sunlander Blues and Twelve Tone Train were 
inspired by my love of trains. My use of the term “spirit train jazz” (see Chapter 6) to define 
my music connects three personal preoccupations: spirituality, trains and jazz. 
The storytelling aspect inspired me to compose other significant pieces not included 
in this dissertation. Crab-pot Blues and Mum’s the Word were composed as dedications to my 
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Father and Mother respectively. Niecy Reezy was named for my niece Therese. For a 
Sleeping Baby was composed in memory of my grandniece Kaela, who died of influenza at 
the age of 19 months in 1994. 
 
The Folio: Drawn from Life Experience 
I followed similar ideals in composing the folio. Rather than composing merely for 
aesthetic satisfaction, I sought to compose works which I would enjoy revisiting, long after 
their purpose as research subjects had been served. I decided to compose a series of snapshots 
depicting my life and development as a musician, from the time at which success at music 
became important to me, defined by Dear Kitty, Fifteen, Mysterious River and Sun Flight, 
culminating in the exuberance of Jeffu, and the poetry and pan-tonal kaleidoscope of 
Kathleen’s Theme. 
Kathleen’s Theme is dedicated in memory of Kathleen Kerr, my high-school music 
teacher from 1970-1975; a mentor and close friend till her death in 1997. Dear Kitty and 
Lady with the Flute are further dedications to Kathleen Kerr. Significantly, had I not been 
blind, I might never have met Kathleen in the first place, as she was employed not only for 
her musical skills, but because she had a thorough knowledge of both literary and musical 
Braille, essentials for any teacher at a school for the vision impaired – No Kathleen Kerr, no 
Kathleen’s Theme. 
Fifteen is a numbers game; a reflection upon a time in my life when I first awakened 
to the intricacies of composition. Sun Flight and Mysterious River were inspired by memories 
of school holidays spent in Papua New Guinea during the 1970s. Bird Wings, Déjà Vue, 
Dovetail, Jeffu, The Fifties, Twelve Tone Train and Usher Times Monk reflect my interest in 
various composers, eras and styles of jazz. Gaze upon the Rainbow is dedicated to Mike 
Nock, as indicated by its subtitle. Trinity was inspired by my belief in the Holy Trinity as 
creator of the Universe. 
The busy melody of The Caged Lion conveys, at least for me, a sense of self-assured 
exuberance, overshadowed by the claustrophobia of its circuitous harmonic progressions with 
their maj7♯4 and mi7+4 voicings. The Still Small Voice and Blue in Orange, with their 
relatively simple melodies, are meant to express serenity and calm. Homeless, by its title 
alone, speaks for itself. Unfinished Symphony incorporates parts of the melody of Kathleen’s 
Theme, and is my depiction of the composer’s ongoing creative quest.” 
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Some measure of my level of satisfaction with the folio may be gained from the fact 
that out of 2,217 public performances of my original compositions between 1 July 2015 and 
30 June 2016, 682 were of folio compositions, Fifteen with 105 performances and Jeffu 94 
being the most frequently visited (Usher, APRA Spreadsheet 2015-16). More will be said 
concerning the influences and inspirations behind the folio in Chapters 3 and 4. 
 
Contextualizing Self Belief as Motivation 
One important influence upon my music, especially the decision to prioritize 
performance of my own compositions, stems from my admiration for composers who were 
renowned for their individuality, especially Duke Ellington, Thelonious Monk, Charles 
Mingus, Cecil Taylor and Ornette Coleman. In Coleman’s case, the very titles of his albums 
(Something Else; Change of the Century; The Shape of Jazz to Come), speak volumes of the 
convictions he held concerning his artistry. The fact that these composers stubbornly 
concentrated upon promulgating their own compositions (George Lewis 95), as evidenced in 
dozens of their albums cited throughout this dissertation, bears witness to their shared sense 
of profound self-belief. 
Other composers, such as the forthright and blunt Joe Zawinul and the more 
circumspect Wayne Shorter, who shared a close musical and personal friendship for decades, 
have also spoken of self-assuredness as motivation. Their views are discussed in Chapter 4 in 
relation to the patience and persistence which I brought to bear throughout the process of 
composing Kathleen’s Theme, and are equally applicable to the attitude which led me to 
compose the folio as a whole.  
Much of this degree of self-confidence has also arisen throughout a lifetime spent 
without the benefit of eyesight, a self-confidence which motivated other blind musicians such 
as George Shearing, Ray Charles and Stevie Wonder throughout their prolific careers. It is 
likely that a similar level of self-belief drove Beethoven to continue composing despite 
increasing deafness, exemplified by his persistence over four years between 1804 and 1808 
and many drafts, before completing his Fifth Symphony (Hopkins 125-156). 
The determination to realize my personal potential despite physical disability has led 
me to travel around the world by myself, to play sport, ride horses, arrange my own 
compositions, and to persist with an academic career, despite the all too frequent issue of 
locating accessible versions of books, articles and dissertations. 
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The example of Coleman, Monk and others continues to inspire me, and I feel a great 
sense of affinity with these musicians. I am left in little doubt that all such circumstances 
have played a major motivational role in my work as a composer, marking a recurring theme 
throughout the composition logs, as discussed in Chapter 5. 
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Chapter 3. Composing the Folio 
Overview 
In this chapter, I will discuss the processes by which I composed each piece in the 
folio, with the exception of Kathleen’s Theme, which is examined in Chapter 4. The role of 
instrumental practice in the emergence and development of each new composition is of 
particular significance, and as noted previously, is discussed with reference to the day-by-day 
accounts concerning each composition as recounted in the two logs.  
Several folio compositions are represented as lead sheets or sketches comprising 
melody and chords only; others such as Blue in Orange and Gaze upon the Rainbow have a 
bass line included in order to clarify their rhythmic sense. The scores of Bird Wings, Fifteen 
and Trinity contain little or no specific notation for bass; ALSSB bassist Andrew Shaw 
simply followed the chord charts in the recordings of these arrangements (B.W.A). 
Some compositions emerged quickly, Blue in Orange within minutes; Dear Kitty, 
Jeffu and Twelve Tone Train within hours or days. Others emerged over much longer periods; 
Bird Wings, Fifteen and Unfinished Symphony over weeks or months; whilst The Still Small 
Voice and The Caged Lion had been on my mind for several years prior to their completion in 
2011. The element linking the disparate set of compositions which comprise the folio is that 
each has a personal connection with my own life experience, the inspiration for their creation 
arising from word and number play, trains, spirituality and other factors not necessarily 
connected with music, as discussed below. 
Increasingly since 2011, and especially since 2015, I have featured most of these 
compositions in my festival and club performances. I have also successfully introduced 
several of them into the repertoire of the Australia and New Zealand Original Compositions 
Ensemble at Queensland Conservatorium Griffith University. Thus, the opportunity exists for 
further development of the entire folio. 
 
 51 
 
Dovetail 
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I commenced composing Dovetail during practice on 31 March 2010, completing its 
descending chromatic chord progression and finalising the bop-inspired melody by 3 April 
(CL 1), though I had conceived the last melodic phrase over Cmaj7♯11 at bars 17-20 away 
from the piano sometime earlier.
10
 I built Dovetail around its chordal progression, interrupted 
by two pedal points a tritone apart at bars 7-10 and 17-20. The melody grew from this 
progression and circulated-dovetailed into bars 17-20, giving rise to the composition’s title. I 
subsequently arranged it for ALSSB (Appendix 1 178-180), recording it as a medley with 
Bird Wings (B.W.A; Appendix 1 174-177). 
Dovetail was inspired by the post-bop music of the 1960s, especially the compositions 
of Herbie Hancock (Video 1). The descending chromatic progression is generally more 
closely associated with progressive bebop of the 1940s and 1950s, while the pedal point 
sections with their modal melodies – the shifting G♭ minor modality of bars 7-10 as 
evidenced in the 2014 score and the Lydian figure at bars 17-20 (Appendix 1 180; B.W.A.), 
place Dovetail within a post-bop style and context, reminiscent of similar devices in One 
Finger Snap, Oliloqui Valley, Dolphin Dance and He Who Lives in Fear (Hancock). 
But the principal inspiration for Dovetail came from pre-folio compositions Blue 
Hermit and Job’s Comforter. The rhythmic breaks or vamps at bars 7-10 and 17-20 of 
Dovetail can trace their origin to similar breaks at bars 9-10 and 23-24 of Blue Hermit, and 
bars 17-20 and 37-40 of Job’s Comforter, in turn directly inspiring similar devices in Fifteen 
(bars 16-19), Bird Wings (bars 15-18), Jeffu (bars 23-26) and the entire rhythmic structure of 
Twelve Tone Train. 
 
                                                 
10
 Dovetail is discussed and performed in the video presentation (Video 1). 
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Sun Flight 
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I composed Sun Flight in October 2010, but as per my log entry for 8 May 2011, had 
not documented its progress (CL 5). Nevertheless, I can assert with certainty that the entire 
composition emerged during practice over two or three days in October 2010, inspired in part 
by some non-original Brazilian repertoire which I was then rehearsing, but chiefly by the pre-
folio Samba on the Rocks. I first performed Sun Flight in a concert at the Awakenings 
Festival in Horsham, Victoria, on 21 October 2010, having completed it a few days earlier. 
Having decided to include it in the folio, I transcribed it into Braille on 17 May 2011 (CL 6). 
When composing Sun Flight, I recalled flying home to Papua New Guinea for 
holidays from boarding-school in Sydney during the 1970s, adventures which provided some 
relief in the tropical heat from the cold Sydney winters. Therefore the title and Samba metre 
seemed highly appropriate. Brazilian music has inspired me since childhood: Sergio Mendes 
(Brasil 66; Equinox; Look Around; Fool on the Hill; Crystal Illusions; Brasileiro), Flora 
Purim (Butterfly Dreams; 500 Miles High; Open Your Eyes You Can Fly), Airto Moreira 
(Free; Humble People), Jobim (Desafinado; Girl from Ipanema), leading me to compose 
pieces such as Samba on the Rocks, Inside the Fire, Ellita and Flora. I have also been 
inspired by jazz replications of Brazilian music: Stan Getz and Charlie Byrd (Jazz Samba), 
Chick Corea (Return to Forever; Light as a Feather), Kenny Dorham (Blue Bossa), Joe 
Henderson (Recorda Me). Sun Flight also bears some similarity to the Latin compositions of 
McCoy Tyner (Utopia; Nubia; Fly with the Wind; Horizon; Festival in Bahia), The open 
voicings in Tyner’s arrangements and performance style providing important inspiration for 
my own compositions and pianism (Samba on the Rocks; Song for Mother Earth), which 
served as further sources of inspiration for Sun Flight. 
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Fifteen, which I commenced composing during practice on 28 July 2010 (CL 1), is the 
only folio composition to arise from a specifically musical goal, namely to compose either a 
fifteen-bar theme or a fifteen-note melody (Video 1).
11
 In all events, I achieved both 
objectives. Throughout July 28-30 2010, I had been practising a complete chromatic series of 
descending chords at one beat each (CL 1), a normal feature of my somewhat erratic practice 
routine. I composed the fifteen-note melody to fit over the progression, lingering over the last 
Emaj7♯11 chord for five beats (bars 3-4) to form a four-bar theme (CL 1). I then used the 
same progression at one chord per bar, lingering over the final Emaj7♯11 chord for four-bars 
supporting a single-note ostinato melody, thereby rendering my cherished fifteen-bar second 
section over twelve chords. Having thus combined my Fifteen quest with my twelve-tone 
conception, I could allow the entire piece to grow from the initial four-bar theme, leaving the 
secondary melody over the chord-per-bar section at bars 5-15 to take shape over time through 
practice. The vamped pattern at bars 16-19, rhythmically identical to that at bars 7-10 of 
Dovetail, would inspire similar ostinatos in Bird Wings, Jeffu and Twelve Tone Train. 
My concept was that the initial four-bar section, always played twice, should serve as 
an opening thematic statement, an interlude between solos and a coda, thus creating a rondo. 
Bars 5-19 would serve as both a secondary theme and a soloing section to be played twice 
during each instrumental solo. I gradually developed a collage of undulating linear and 
arpeggiated melodic phrases over bars 5-15, with a final descending four-note phrase at bar 5 
– serendipitously – leading to the ostinato at bars 16-19. 
Although there is some similarity between phrases at bars 5-15 and the four-bar 
theme, there is no overriding concept of thematic or motivic development throughout bars 5-
15. I simply practised a series of ideas until I heard phrases which appealed to me, then 
connected the phrases to form the melody. I finally resolved the melody at bars 5-15 during 
Braille transcription on 16 May 2011 (CL 6), and Fifteen was complete. I arranged Fifteen for 
ALSSB in 2014 (Appendix 1 181-184; B.W.A). 
In spite of my deep interest in musical theory and compositional structure, I prefer to 
avoid composing merely for intellectual stimulus, abandoning any compositional idea which 
does not stimulate me emotionally in some way. Had I done so on this occasion, Fifteen 
might never have seen the light of day. However, as I followed my intuition in fitting the 
chords and melody together at the piano, Fifteen sounded beautiful, or as I would later write: 
                                                 
11
 The video presentation opens with a performance and discussion of Fifteen (Video 1). 
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“It sounds to me like two friends or lovers, sharing a deep and beautiful secret.” (B.W.A (liner 
notes) 3, Appendix 3 288). As illustration of the priority of beauty in the work, my perception 
of the emotional expressiveness of the work has been validated in the responses of the 
musicians in ALSSB and my music students at Griffith University, several of whom have 
described Fifteen as sounding like a children’s song or nursery rhyme, and have performed it 
regularly since 2011. 
I am fascinated by numbers, statistics and coincidences. I was conceived during the 
fifteenth year of my parents’ marriage and born fifteen days overdue. Setting aside such 
happenstances, I regard my fifteenth and sixteenth years of life as highly pivotal points in my 
growth as a pianist and theorist, if only because I gained my best examination results for 
classical pianoforte at that time, and my interest in theory was then deepening from keen 
curiosity into a profound fascination which has stayed with me ever since. In my log entry for 
10 May 2011, I expressed enthrallment upon discovering that Déjà Vue and a then infant 
Kathleen’s Theme (bars 155-172) each contained sequences of fifteen chords (CL 6), 
connecting them to the composition Fifteen and adding to its mystique. 
I was not conscious of the influence of any specific composition or style when 
composing Fifteen. However, on completion, I perceived that its rondo form resembled 
similar occurrences in recordings by Weather Report, e.g. A Remark You Made (Zawinul, 
perf Weather Report, Heavy Weather), Young and Fine (Zawinul, perf Weather Report, Mr. 
Gone), Herandnu (Johnson, perf Weather Report, Black Market), Havona “Pastorius, perf 
Weather Report, Heavy Weather) and Three Views of a Secret (Pastorius, perf Weather 
Report, Night Passage). 
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Throughout 2010, I had been frustrated by a melodic phrase of ascending fourth 
intervals which I could neither resolve nor support with a suitable harmonic progression. I 
eventually resolved the melody at the piano on 27 January 2011 (CL 2), by adding the bebop 
melody line and chromatic chord progression at bars 13-15 which gave rise to the title, and 
the G♭ ostinato pedal at bars 15-18. I named the composition on 19 April 2011 (CL 4), Bird 
Wings being a reference to Charlie “Bird” Parker, who routinely used similar melodic phrases 
to those at bars 13-15 in pieces such as Ornithology (Omnibook 6-7) and Anthropology (10-
13). 
 On 17 May, I produced a Braille manuscript of Bird Wings (CL 6), but made no log 
reference to the process by which I finalised the harmonic progressions at bars 1-12. 
Nevertheless, at some point in early May, I finalised the alternating major and dominant 
chords with their quartal voicings corresponding to the intervallic structure of the melody at 
bars 1-10, a progression inspired by Inner Urge (Henderson). I completed Bird Wings by 
placing the II-V resolution at bars 11-12 leading to the B♭mi9 at bar 13. With the chromatic 
descent at bars 13-15, the full series of twelve tones in the bass had once more been achieved, 
this time not as a full series descent. The recurrence of oblique Lydian harmonies at bars 1-12 
makes Bird Wings a challenging composition upon which to improvise, but playing through 
its melody and progressions gave me a sense of exhilaration, leading me to orchestrate it 
(Appendix 1 174-177), and to choose Bird Wings as the title for my 2015 album. 
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Déjà Vue was conceived during practice on 27 January 2011, as a progression 
consisting solely of dominant-7♯11 chords (CL 2),12 and finalised during subsequent practice 
sessions (CL 3-4). I named it because: “The piece sounds to me like visiting a place I’ve 
never been to, but which seems familiar to me for some reason.” (CL 4). Though not 
mentioned in the log, my decision to use the French feminine ‘vue’ was deliberate, to suggest 
seeing and meeting a woman for the first time, yet feeling that one had known her all one’s 
life. I had this sense when eventually meeting many of the musicians who have inspired me – 
Cecil Taylor, Herbie Hancock, Wayne Shorter, Mike Nock, Mickey Tucker, Dave Liebman, 
Trilok Gurtu, Rainer Bruninghaus, Paul Grabowsky and many other nationally and 
internationally celebrated jazz luminaries. Each has inspired me to improve my ability to 
perform and compose, and to draw upon my humanity, personality, spiritual beliefs, hobbies, 
friendships etc, as inspiration for my musicianship (Hancock, “Buddhism and Creativity”, 
“Once Upon a Time”), thus confirming my sense of having known them all my life. Déjà Vue 
expresses that sense of connection, a theme which would also inspire Usher Times Monk and 
Gaze Upon the Rainbow. 
Including the repeated chords in the first six bars, Déjà Vue contains fifteen chords. 
Its title became more significant in view of the recurrence of similar numerologies in 
Kathleen’s Theme and Fifteen, and the completion of Jeffu on 15 April 2011 (CL 3-4). My 
interest in word-play would later lead me to describe these coincidences as “…a celebration 
of fifteenness and twelveness all in one place.” (B.W.A (liner notes) 3, Appendix 3 288). I 
decided that I would continue to exploit word and number-play in future projects, in similar 
manner to Robert Schumann’s various musical renderings of the letters A.S.C.H (Carnival). 
Bill Evans, also a proponent of letters games and word-play in composition titles (Re: 
Person I Knew; NYC’s No Lark)13 provided the primary external source of inspiration for me 
in composing Déjà Vue. Moreover, the harmonic construction of Déjà Vue was somewhat 
inspired by Gloria’s Step (LaFaro), recorded by Evans’ trio with composer Scott LaFaro on 
bass in 1961. 
I had been looking forward to what would have been Evans’ first visit to Australia, 
during which he had been scheduled to perform at University of Queensland’s Mayne Hall on 
                                                 
12
 The dominant-7 construction of Déjà Vue is similar to but not directly inspired by Blues at The Risk 
(Appendix 2 267). 
13
 Re: Person I Knew is Bill Evans’ anagram of “Orrin Keepnews”, Riverside Records producer (Pettinger 129; 
Shadwick 96), whilst NYC’s No Lark is an anagram of “Sonny Clark”, jazz pianist and Evans friend, who had 
died just before Evans recorded the album entitled Conversations with Myself in 1963, on which the 
composition features (Pettinger 143; Shadwick 107). 
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11 October 1980. The tour never took place, owing to Evans’ sudden death on 15 September 
1980. At that time, before I had immersed myself in the music of Monk, Coltrane, Tyner and 
Shorter, Evans’ compositions and performance style, especially his chordal concepts and 
articulation of internal voicings, were highly influential upon my own pianism. I sought to 
employ these concepts in a number of compositions, including in this instance Déjà Vue, but 
also in other folio compositions, as may be heard in the recordings of Dovetail (video 1), The 
Still Small Voice (Video 2)  and Kathleen’s Theme (Video 3). 
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Jeffu is an abbreviation of Jeff Usher, inspired, along with the melody of its Swing 
section, by Duke Jordan’s similarly named composition (Jor-du), and was completed on 15 
April 2011 (CL 3-4), within 24 hours of first inception, in stark contrast to the protracted 
efforts required to compose Kathleen’s Theme.14 Jeffu is meant to convey a sense of joyous 
exhilaration and inner glee, emotions which I experience when performing bebop, Latin jazz 
and related forms. I sought to capture the excitement present in Afro-Cuban jazz and its 
impact upon my music. 
Jeffu crosses over from Tumbau metre in its first 16 bars, to swing at bars 17-22; 
reverting to Tumbau at bars 23-26. This rhythmic interchange is similar to those in Manteca 
(Gillespie/Poso), Un Poco Loco (Powell) and Nica’s Dream (Silver). The 2014 orchestration 
of Jeffu (Appendix 1 185-192) was inspired by Jump, Monk (Mingus), as arranged by Mingus 
for big band in 1972 (Charles Mingus and Friends in Concert). I had intended from the 
outset to create such a piece for the folio, though prior to conceiving Jeffu, I had not 
expended any effort at achieving this goal. 
I commenced composing Jeffu almost accidentally, in the course of an everyday 
activity not exclusively related to music, but relevant to my particular artistic concepts. I was 
travelling home by train on the evening of 14 April 2011, when the rhythm of the wheels 
passing through cross-over points suggested to me an ostinato four-note figure, which I 
imagined over B♭mi6-9 to B13♯11 and immediately began singing to myself. This would 
become the melodic figure at bars 1-8 of Jeffu, which I called “the train theme” (CL 3). 
The following afternoon, 15 April, Jeffu developed from this initial theme or riff, 
through its collision with another compositional idea–the series of parallel dominant-7 chords 
which would become Déjà Vue. In the course of attempting to arrange Déjà Vue into a set of 
all twelve dominant 13♯11 chords, I played an E♭13♯11 quartal voicing, and stopped. I 
changed it into B♭mi6-9, diatonic to E♭13♯11, and started playing the train theme over eight 
bars of B♭mi6-9 to B13♯11, with a melodic lead at bar 8 into whatever might follow (CL 3). 
I continued with a variant of the chords at bars 1-8 into bars 9-15, almost immediately 
developing the undulating melody comprising mainly crotchets and minims, with the 
intention that in a combo arrangement, the original train theme would continue 
simultaneously with the new melody until bar 15. I ended this section with the stop on E9♯11 
at the end of bar 15, making way for the eighth-note melodic break leading through bar 16 
                                                 
14
 Jeffu is discussed briefly and performed in the video presentation (Video 2). 
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into the chromatic chordal descent and further stop-time breaks at bars 17-22. This in turn led 
to the vamp at bars 23-26 which, except for the short melodic break at bar 24, is similar to the 
rhythmic pulse at bars 16-19 of Fifteen. I added the three-bar coda and Jeffu was complete. 
The entire process took less than two hours, and as the melodic breaks at bars 17-26 were 
similar to those in Jor-du, I immediately called the new piece Jeffu (CL 4). 
Jeffu had thus been born quite rapidly in terms of my normal compositional processes. 
Within two hours practice, it developed from a basic riff into a composition, and along with 
Fifteen and Kathleen’s Theme, an addition to the folio which would be well received by 
musicians and listeners alike. As mentioned previously, I scored Jeffu for ALSSB in 2014, 
recording it in 2015 (B.W.A). 
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I first conceived Mysterious River during practice on 16 April 2011 (CL 4), as a series 
of shifting harmonies over a continuous C pedal, inspired by Re: Person I Knew (Evans; 
Wetzel 60). I named the composition on 20 April, and briefly considered using a moving 
bassline, an idea which by day’s end I had abandoned in favour of the C pedal approach (CL 
4). Mysterious River is so-named because the scalar and bitonal harmonies sounded 
mysterious, and made me think of a river with forests and mangroves on its banks, like the 
rivers I had fished with my Father in the early 1970s during school holidays in Papua New 
Guinea. 
For a long time, I could not decide how many bars the main theme should comprise. I 
continued work on Mysterious River throughout late April (CL 4-5), sporadically in May (6-
10), then with renewed intensity in early June (11-12), finalising the melody and 36-bar form 
on 10 and 11 June 2011 during Braille transcription (12). Although not mentioned in the Log, 
I imagined Mysterious River with a straight eight Tumbau metre. The stop-time at bar 35-36 
was to be played at the end of each soloing chorus, the Locrian mode from beat 4 of bar 35 
tied through 36 rendering a sound which, to my ear, provided a sense of irresolution and 
mystery. The entire harmonic structure and most of the melody was composed at the piano, 
though I finalised the melody away from the instrument during Braille transcription. In 2014, 
I recorded a quartet version of Mysterious River, featuring flautist Anthony Ma (B.W.A). 
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Lady with the Flute first emerged during practice on 4 May 2011 (CL 5-6). I named it 
in honour of Kathleen Kerr, as besides being a fine pianist, her primary instrument had been 
the flute. The melody actually fits the range of alto flute rather than concert flute. Its key 
signature of four sharps (E major) always reminds me of Kathleen, for reasons which I cannot 
entirely explain. Perhaps her love for the music of Grieg, specifically the E major Morning 
Mood (Peer Gynt), may have given rise to this association. 
At first, I conceived an idea which moved in alternating major-7 and minor-7 pairs a 
fifth apart. However, as I had used similar ideas in Bridge to Eternity and a 1991 composition 
entitled Forgiveness, I decided to limit its use in the new composition, and develop another 
idea for the opening section (CL 5). I fell back upon the familiar chromatically descending 
series, this time commencing at bar 2 with Amaj7♯11, extending it past the twelve-chord 
limit – sixteen chords over bars 2-15, only to break the chain at bar 15 with the stop-time 
G♭mi7 & Cmaj7♯11 through bar 16. I then formulated a melody which dictated the diverse 
chord progressions at bars 17-34, resolving into bar 35-36, harmonically identical to bars 15-
16, but with a melodic line leading from bar 36 to the final turn-around at bars 37-38.  
Although principally composed at the piano, I finalised the first twenty bars of 
melody during transcription away from the piano on 11 June 2011, by adding four-note 
chromatic figures at bars 4, 5 and 6 (CL 12). Other folio compositions feature complex 
melodic phrasing, e.g. the bebop passages in Jeffu, Bird Wings, Sun Flight and the B-section 
of Usher Times Monk, or the eighth-note and triplet passages in The Caged Lion. But Lady 
with the Flute is the only folio composition to contain any examples of chromatic phrasing in 
its melody. 
I have always gained inspiration from Herbie Hancock’s Bossa-influenced 
compositions (Maiden Voyage; Speak like a Child; I have a Dream; You’ll Know When You 
Get There). The breaks at bars 15-16 and 35-38 of Lady with the Flute are not unlike those in 
You’ll Know When You Get There, while the chord progressions at bars 17-38 are particularly 
reminiscent of the progressions throughout all four Hancock compositions. 
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I had been developing The Caged Lion at the piano for over two years before 
finalising and naming it on 4 June 2011 (CL 10). Though I did not record its progress 
throughout that period, I remember that for a long time, I could not develop the piece beyond 
its A-section. On 11 June 2011, I added a B-section, finalising the composition at 24 bars in 
two repetitive c12-bar sections when transcribing it into Braille (CL 12). 
The new composition made me think of a lion prowling about inside an enclosure. 
Playing through its repeated loops and minor four pentatonic melody lines, with its West 
African two-against-three-against-four cross-rhythms inspired by Song for Mother Earth, I 
felt as if I was the lion, hence the title. The two circuitous twelve-bar sections set The Caged 
Lion apart from the longer form compositions which otherwise dominate the folio. Despite its 
twelve-bar sections, The Caged Lion is not a blues. 
The eighth-note and triplet modal melody contrasts with the quarter and half-note 
melodies of other folio compositions, and is more rhythmically complex, for example, than 
the melody of Kathleen’s Theme. The A-section is harmonically simple, the chords in its 
three-bar loops being diatonic to F Aeolian. The loops in the B-section comprise parallel 
Lydian and Dorian voicings, with a resolution leading back to the A-section in the last two 
bars. 
An important figure in my development as a composer has been Joe Henderson, 
whose influence may readily be heard in the parallel harmonies of The Caged Lion, and in 
other folio and pre-folio compositions as previously noted. Henderson uses major-7♯4 chords 
as the entire basis of Inner Urge, and at bars 17-24 of Black Narcissus, both compositions 
providing important inspiration for my own use of Lydian voicings. 
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Dear Kitty developed from a descending series of parallel major7 chords a whole tone 
apart with an ascending melody set against a pedal point, during practice on 8 June 2011 (CL 
11). Though largely inspired by Kaye, especially in its melody and parallel chord 
progressions, one important source of inspiration from outside my compositions deserves 
mention. I had been practising Only Trust Your Heart (Cahn/Carter; Krall), which inspired 
me to revisit Kaye, then despite the metric and other differences between the tunes, to 
compose Dear Kitty. The issue of who or what to trust pervades the lyrics of Only Trust Your 
Heart, and is crucial to the concept behind Dear Kitty which, as with Fifteen, made me think 
of a confidential conversation between two trusted friends or lovers, or the contents of a 
secret diary. I named the piece immediately upon composing it (CL 11), developing it quickly 
thereafter and transcribing it into Braille on 12 June 2011 (CL 12). 
As per my diary entries of 8 June (CL 11) and 20 September (26), the title comes from 
The Diary of Anne Frank, the young Jewish girl who kept a now famous diary which she 
addressed throughout as “Dear Kitty” (Frank, Diary of a Young Girl), whilst hiding from the 
Nazis in Holland during World War II. Because Kitty is a diminutive of Kathleen, and as 
Kathleen Kerr and I had developed a closely guarded friendship during my time as her 
student and afterwards, Dear Kitty seemed an apt title. 
I composed the melody and parallel chords for the first four bars, using them as the 
basis of the first 16 bars, then developed several differing melodic and harmonic patterns to 
follow. At bars 43-46, I inserted an abbreviated adaptation of the ten-bar climax of 
Kathleen’s Theme; a conscious choice on my part, though I made no reference to it in the log. 
The final four bars of Dear Kitty were inspired by the harmonic progression in 
Hancock’s piano introduction to Shorter’s composition Iris (Davis), though I chose a 
different melody. There is another personal connection in this instance – my Mother’s name 
was Iris. The influence of Bill Evans is also discernible in Dear Kitty; with shades of Sugar 
Plum (Bill Evans Album) in the opening 16 bars, especially in the inverted chord voicings 
(bars 1-12). Such voicings also make Dear Kitty in some ways reminiscent of Elsa (Zindars), 
recorded by Evans and Cannonball Adderley in 1961. 
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Trinity had been in the making for more than a year before I finalised it at the piano 
on 10 June 2011 (CL 12). On the date of its completion, I finalised the melody and named it 
in honour of the Holy Trinity. When orchestrating Trinity in 2014 (Appendix 1 241-243), I 
added an eight-bar C-Dorian interlude section (Trinity (B.W.A); ALSSB score bars 17-24, 
Appendix 1 243), which directly quotes bars 45-52 of Sweet Light of Wisdom (Appendix 2 
280).
15
 In fact at the outset, the modal component of Sweet Light of Wisdom served as the 
most important source of inspiration for Trinity from among my own compositions, and is not 
dissimilar to bars 147-154 of Kathleen’s Theme (see pp.105-106). 
The most discernible external inspiration for Trinity comes from Spiritual and 
Crescent (Coltrane). Moreover, I have harboured a long-standing enthusiasm for blues and 
soul jazz albums from the late fifties and early sixties, e.g. Horace-Scope (Silver); Blues and 
The Abstract Truth (Nelson); Blues and Roots (Mingus). This interest has led me to compose 
a number of tunes (Blues at the Risk; Bluju; Ink Man), to which Trinity stands in succession. 
 
                                                 
15
 The 16-bar version of Trinity is discussed and performed in the video presentation (Video 2), recorded several 
months prior to the addition of bars 17-24 to the scored version. 
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I have closely studied and regularly performed the compositions of Thelonious Monk 
since 1981, recording nineteen of them for a double-album in 1993 (Usher Plays Monk), and 
arranging more than thirty in total. I have always felt a close personal affinity with Monk, and 
therefore aimed to incorporate his compositional ideas and pianism into at least one folio 
composition, in tribute to Monk the man and the place which he holds in my own 
development as both pianist and composer. 
Throughout 2010 and 2011, I had occasionally been practising and attempting to 
complete a composition with yet another chromatically descending chord progression, on this 
occasion underpinning a melody of single or two-note figures with a whole-tone passage at 
its third bar. I did not log its development, confining all comments to its origins and 
completion (CL 13). The part which eluded me was its conclusion. I had also forgotten the 
melody to the B-section, finally remembering it whilst singing the A-section to myself during 
a train journey home on 13 June 2011 (CL 13). I brailled the completed composition that 
evening so as not to forget it a second time. 
I entitled the piece Usher Times Monk (CL 13), as the melody and chords of the A-
section were inspired by Thelonious and Think of One (Monk), and the final bars of the C-
section by Let’s Call This (Monk), whereas the Emaj7♯4 in the last bar of the A-section was 
reminiscent of similar Lydian resolutions in Bird Wings, Dovetail, Fifteen, and my 1987 
composition, Ushering In. 
A colleague, Brad Esbensen, trumpeter with ALSSB who features on the Bird Wings 
album, arranged Usher Times Monk for big band in September 2015, recording it two months 
later with myself as guest on piano. I wrote the ALSSB score for Usher Times Monk in June 
2016 (Appendix 1 249-254). 
Usher Times Monk is the only 32-bar AABC-form composition in the folio. The A-
section is built on a descending chromatic progression, though only eleven notes are used in 
the bass, the one to miss out being D, which does not appear in the melody until the seventh 
bar of the C-section, effectively bar 31 of the main theme when including the A-section 
repeat. The B-section melody of bebop phrases including chromatic passing tones is 
stylistically more reminiscent of Bud Powell than Monk, though the four-note phrase 
including diminished fifths leading to the C-section is very Monk-like.  
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The Still Small Voice 
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Jeff’s Hymn (initial chord sketch for The Still Small Voice) 
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I first conceived The Still Small Voice as early as 2007, when practising hymns at the 
piano;
16
 transcribing it sometime afterwards.
17
 One crucial element was missing before I 
could consider it a complete composition – I could not think of a suitable name, other than 
Jeff’s Hymn as above. Despite this, I first performed it in public on March 9 2007 as Jeff’s 
Hymn (Usher, APRA Performances 2006-07 (Word document, Table 17)), registering the 
composition with APRA under that title. 
As noted in the log entry for 14 June 2011, its simple, diatonic melody sounded to me 
like a Welsh hymn (CL 13). As I practised it in early June 2011, it increasingly reminded me 
of Ar Hyd Y Nos (All through the Night) (Hughes, repr Jones 65-66), and The Long and 
Winding Road (Lennon/McCartney). The words ‘still small voice’ came to my mind. I 
realised that at last, I had a title, and subsequently transcribed the new piece into Braille on 
21 June 2011 (CL 14). 
I have subsequently performed The Still Small Voice on a regular basis, and it has 
been featured regularly in the repertoire of my ensembles at QCGU since 2012. I scored it for 
ALSSB in April 2017 (Appendix 1 237-240), subsequently recording it with a view to 
inclusion on a future album. 
 
 
 
 
 
 
 
 
 
 
 
 
 
                                                 
16
 The Still Small Voice is discussed and performed in the Video Presentation (Video 2, Video 3). 
17
 The earliest, penciled manuscript reproduced above, transcribed as “Jeff’s Hymn” sometime in 2009, has 
slightly different chord progressions to the 2011 Still Small Voice, notably at bars 23-24. 
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The Fifties 
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The Fifties was developed during practice on 18 June 2011, when I described it as: 
“… another idea, a little similar to Jeffu except that it is in F-minor…” (CL 14). On 7 July 
2011, I described it as “…half of a Fifties piece from a year or so ago which needs 
completion…” (CL 15). 
I did not resolve a precise melody for The Fifties for several years, simply performing 
it as a chord progression with melodic improvisation and an emphasis upon its Tumbau 
metric sense across both hands at the piano. I finally resolved a coherent melody during a 
solo performance on 28 November 2015, making it the last folio composition to be 
completed. 
The Fifties has similar chord progressions and metre changes to Jeffu, its major source 
of direct inspiration. Both were inspired overall by the minor key Afro-Cuban jazz of the 
1950s, e.g. Un Poco Loco (Powell), and Little Niles (Weston, the latter actually in waltz time 
but with an Afro-Cuban Bembe undertone). These influences gave rise to the composition’s 
title. 
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Homeless 
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I first developed Homeless during practice on 2 August 2011, describing it as “…a sequel to 
The Caged Lion, in Latin time and feel and also in F-minor, but very similar in its circular 
and claustrophobic approach.” (CL 17). I even referred to it on 3 August as “The Caged Lion 
Part II” (CL 17). Its similarity to The Caged Lion lies in its cyclical structure, namely the 
series of two-bar phrases or loops. The title was inspired by the plight of refugees and 
homeless people. I did not develop it further until 2012, finally brailing it on June 26 2013 
and manuscripting it electronically on March 8 2015 (SCL 4-5). On November 5 2015, I 
added two bars to the end of its B-section, bringing the total number of bars to eighteen (SCL 
5). Besides the connection with The Caged Lion, Homeless was inspired by Lady with the 
Flute, and a pre-folio composition, We Are in God’s Hands (JUJU 1).18 
                                                 
18
 Jeff Usher’s Jazz Unit Volume 1 is also the name of a cassette album (aka JUJU Volume 1), which I released 
in 1988, containing recordings of Captain Bebop, Crab-Pot Blues, Once and for All and an early version of Blue 
Hermit (see reference list). 
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Blue in Orange 
 91 
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Blue in Orange was composed and named in less than half-an-hour, at the piano 
during a rehearsal at Orange Regional Conservatorium, New South Wales, on 20 November 
2011 (CL 29). Although in AABA-form, it has a 7-bar B-section, rendering a main theme of 
31 bars.19 I usually solo over the A-section Rather than its AABA form, using the B-section 
with its stop-time breaks plus the final A-section as a set-piece interlude between solos, to be 
played as written. 
With its pedal suspended chord (F9sus4) key-centre which I render in performance as 
quartal voicings, Blue in Orange has all the hallmarks of Passion Dance and Utopia (Tyner), 
and, like Homeless, my 1990 composition, We are in God's Hands. Within the folio, Blue in 
Orange is gentle and reflective like Lady with the Flute or Homeless, and though less 
exuberant than Sun Flight, also drew inspiration from that composition. 
 
 
                                                 
19
 The idea of leaving the bridge of Blue in Orange at seven bars, which I adopted forthwith, was suggested by 
tabla player Rob Shannon, one of the other rehearsing musicians. 
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Twelve Tone Train 
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Twelve Tone Train, a title inspired by similarly named Twelve Tone Tune and Twelve 
Tone Tune Two (Evans), arose during practice on 6 December 2011 (CL 29-30). The title 
seemed apt, as the piece grew from yet another exploration of chromatic descent over all 
twelve tones, and its underlying constant rhythmic pattern reminded me of a freight train 
passing slowly through a railway junction. The constant vamp, inspired by Battle Song, is the 
composition’s most striking aspect, continuing over four eight-bar sections (ABCD form) 
with two chromatically descending chord series: B♭mi7 to Bmaj9♯4 at bars 1-8 and 17-24; 
Emi7 to F7alt at bars 9-16 and 25-32, supporting eight four-bar melodic/rhythmic patterns. 
The sections at bars 9-12 and 25-28 are mutually identical. 
Twelve Tone Train was completed relatively quickly, during two practice sessions on 
6 and 7 December 2011 (CL 30). Though I gave little more than the briefest account of the 
process by which the piece was composed, I remember that the chord sequence came 
immediately, as might be expected given its pre-eminence elsewhere in the folio. Though not 
specified in the log, the melody grew out of the chord progression and rhythmic vamp as I 
practised, something which does not always happen so easily when I am attempting to turn 
descending chromatic progressions from a mere tritone substitution exercise into a melodic 
composition. I arranged Twelve tone Train for A Love Supreme Super Band in May 2016 
(Appendix 1 244-248). 
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Gaze upon the Rainbow (Open Letter to Mike Nock) 
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Gaze upon the Rainbow arose during practice on 16 November 2012, as I reviewed an 
F Aeolian melodic and harmonic ostinato figure somewhat reminiscent of the repetitious 
figures in The Caged Lion, which I had originally devised spontaneously during a hotel 
performance on 7 July 2011 and called The Sixties (CL 15; SCL 3), but had not transcribed or 
developed further. This time, I added two eight-bar sections in E♭ and C♯ Aeolian 
respectively, before adding a passage of alternating major and relative minor chords 
descending in thirds and fifths, inspired by Bridge to Eternity. After only one practice 
session, Gaze upon the Rainbow was complete (SCL 3). 
Besides its similarity to The Caged Lion, the ostinato section reminded me of the 
compositions of Mike Nock, one of Australasia’s foremost composers and my piano teacher 
throughout 1985. I wished to give the new composition a title reflecting Mike’s personality 
and capturing his attitude to composition. Two of his compositions came to mind – Eye of the 
Rainbow, and Speak to the Golden Child (Climbing). As with these examples, the titles of 
Mike’s compositions suggest his interest in nature and mysticism. Therefore, Gaze upon the 
Rainbow seemed an appropriate title. I added the sub-title (Open Letter to Mike Nock), as a 
mark of appreciation for the part which he played in my development as a composer/pianist. 
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Unfinished Symphony 
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Unfinished Symphony is a further exploration of multiscalarity, pantonality and 
chromaticism. It has no definable key-center, and contains all twelve tones in both bass and 
melody. It was inspired by the music of Pat Metheny and Lyle Mays (As Falls Wichita, So 
Falls Wichita Falls; Offramp), and more generally by the music of Shorter (Infant Eyes) and 
Evans (Twelve Tone Tune). 
In September 2012, I began exploring a set of chord changes at the piano. Initially, all 
I had was a series of scalar progressions, some of which were set over pedal points, and a few 
snatches of melody adapted from Kathleen’s Theme (SCL 1). I regarded Unfinished 
Symphony as a logical successor to Kathleen’s Theme (SCL 2), and developed it accordingly, 
but with different scalar progressions such as those at bars 9-24 and 60-71, and Pedal points 
at bars 1-8, 32-39, 48-51 and 52-59. 
I gave the name Unfinished Symphony to this disparate collection of ideas, but did not 
resolve the composition until December 2012. By then I had adapted bars 163-172 of 
Kathleen’s Theme (Example 4) into bars 25-35 of Unfinished Symphony (Example 5). The 
sections at bars 25-31 and 72-78 of Unfinished Symphony are identical, forming a seven-bar 
statement which serves as both interlude and coda (SCL 1). Thereafter, Unfinished Symphony 
takes on its own individual identity. 
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Example 4. Kathleen’s Theme, bars 163-172.  
 
Example 5. Unfinished Symphony, bars 25-35. 
 
 
For some time, I could not decide if Unfinished Symphony should comprise 78 or 82 
bars. The sections in question were bars 15-16 and 46-47, which I considered lengthening to 
four bars each. I eventually chose to leave those sections at two bars each and thus the 78-bar 
model (SCL 1). Unfinished Symphony now comprises two main sections of 31 and 47 bars, 
further divisible into several stanzas of varying lengths. I continued refining Unfinished 
Symphony throughout 2013, premiering it in public during a staff and students’ concert at 
QCGU on 26 March 2014, by which time the melody had been finalised (SCL 1). 
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Chapter 4. Kathleen’s Theme in Progress 
Kathleen’s Theme original lead sheet 
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A Kindred Spirit 
I ain't scared of Beethoven or nobody when it comes to composing. I wrote ‘Nubian 
Sundance’ (Zawinul/Weather Report, Mysterious Traveller) in ten minutes, and it's a smoker-
-every bassline, every statement was originally improvised. 
(Zawinul, qtd in Silvert, “Wayfaring Genius--Part II” 22). 
 
This provocative self-evaluation came from composer/keyboardist Iosef “Joe” 
Zawinul, co-founder of the iconic band Weather Report, which released fifteen albums of 
original, often highly experimental compositions between 1971 and 1986 (Bianchi), notable 
for the blending of saxophone, piano and percussion with electric piano and synthesizers, 
electronic effects, sequencing and computerization (Weather Report (1971); I Sing the Body 
Electric; Sweetnighter; Mysterious Traveller; Tale-Spinnin; Black Market; Heavy Weather; 
Mr. Gone; 8:30; Night Passage; Weather Report (1982); Procession; Domino Theory; 
Sportin Life; This is This). The significance of Zawinul’s statement and its relevance to my 
own level of self-confidence as a composer are well illustrated in the processes by which I 
composed Kathleen’s Theme, although these took far longer than the ten minutes which 
Zawinul took to compose Nubian Sundance. 
 
Background, Inspiration and Influences 
Throughout 2011, I completed fifteen compositions. Blue in Orange, Jeffu, Dear Kitty 
and Twelve Tone Train were composed very quickly. By contrast, Kathleen’s Theme was 
composed in several distinct stages between February and October 2011. Therefore, its 
emergence as the most extensive folio composition invites particularly close examination, as 
virtually all of my most typical creative processes were involved in its development.  
Kathleen’s Theme was composed in memory of the late Kathleen Kerr, my high-
school music teacher and friend. Having persuaded me not to abandon music studies in 1971, 
Kathleen had encouraged me to explore the intricacies of classical composition, an important 
step in a growing realisation that I could compose. The section at Bars 147-154, originally a 
separate composition entitled Troubled Waters, represents the personal anguish which 
accompanied the decision I took in 1971 to quit music, before Kathleen persuaded me to 
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continue (CL 4), a happy outcome reflected in the conclusion at bars 163-172, which was in 
fact the first section to be composed (Video 1, Video 2. 
From the outset, I sought to establish continuity between my earlier compositions, the 
folio as a whole and Kathleen’s Theme in particular, as a fitting way of honoring my friend. 
The chief musical inspiration for Kathleen’s Theme came from Kaye, Sweet Light of Wisdom 
and to a lesser extent Bridge to Eternity, the latter giving rise to the harmonic progressions at 
bars 39-47 and 54-61 (Video 3. I have long regarded Kaye as a dedication to Kathleen, 
whereas Sweet Light of Wisdom and Bridge to Eternity are sacred compositions and tributes 
to the music of John Coltrane. Kaye and Sweet Light of Wisdom each contain devices present 
in my music since the early 1980s, to which I resorted in Dear Kitty, Fifteen, Lady with the 
Flute, Unfinished Symphony, and most prominently in Kathleen’s Theme: cross-rhythms 
between melody, internal voicings and bass;
20
 all twelve tones in melody and bass; diatonic 
melodic phrases without chromatic passing tones; simple melodies set over a wide diversity 
of harmonic progressions and resolutions; irregular and extended form. 
Besides the impact of my own compositions upon Kathleen’s Theme, the ten-bar 
statement from which the composition grew and which lies at its heart (bars 109-138 and 
163-172) is reminiscent of bars 17-24 of Black Narcissus (Henderson) in its parallel Lydian 
chords. Bars 19-25 were inspired by Wild Flower (Shorter); bars 71-78 and 155-162 were 
directly inspired by Time Remembered (Evans). Bars 139-154 provide an extended form solo 
section, traceable to Spiritual (Coltrane). I also drew inspiration from several outside sources 
in developing both the lyrics and accompanying music at bars 1-138, as discussed in more 
detail later in this chapter. 
Influences from outside my own music have wider implications for my approach to 
composition. My objective is to incorporate ideas from throughout the history of jazz 
composition and from diverse piano styles, a factor which has driven innovative jazz 
musicians such as Bill Evans who, referring to his admiration for Bud Powell, once 
commented: 
Bud Powell has it all, but even from him I wouldn’t take everything. I wouldn’t listen 
to a recording by Bud and try to play along with it, to imitate. Rather, I’d listen to the 
record and try to absorb the essence of it and apply it to something else. Besides, it 
                                                 
20
 The use of cross-rhythms, perhaps less apparent in the written score of Kathleen’s Theme, is most evident in 
the recorded performance (B.W.A). 
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wasn’t only the pianists but also the saxophones, the trumpets, everybody. It’s more 
the mind ‘that thinks jazz’ than the instrument ‘that plays jazz’ which interests me. 
(Evans, Qtd in Ginibre 42-45, repr in Pettinger 15). 
 
Similarly, my own pianism and compositions have been inspired by Evans and 
Powell, Ellington, Monk, Tyner, Hancock and Corea. My approach to composition has been 
inspired by Monk, Coltrane, Shorter and Henderson. I have performed compositions by these 
and many other composers, devoting countless hours of practice to each composition; 
completely normal procedure for any jazz musician (Berliner 122). But additionally, for 
decades, I have used practice time as an opportunity to compose. In effect, I do not practice 
technique, but composition, as documented throughout both logs, discussed in the video 
presentation (Video 1), and of special relevance in the evolution of Kathleen’s Theme from an 
instrumental ode of ten bars, into a story with lyrics and an extended form instrumental 
conclusion (Video 2, Video 3). 
 
Original Ten-bar Theme  
In February 2011, I had been devising a jazz rendition of I’ll take you home again, 
Kathleen (Westendorf, repr in Hill 342), and had decided that I needed an introduction (CL 2-
3). 
21
. However, as I practised, I found myself digressing, exploring diverse progressions, 
including pairs of major-7 and relative minor-7 chords a fifth apart. Having used a similar 
progression as the harmonic structure of Bridge to Eternity in 1993, I sought a different 
approach.  
By late February, I had discovered a descending series of major-7♯11 Lydian chords 
set over a descending altered dominant or Super-Locrian scale (CL 2) – one bar each B♭, 
A♭, G♭, E, E♭, D♭, then four bars of Cmaj7♯11 for a ten-bar passage. Initially, I regarded 
it as a very engaging instrumental concept, but I felt compelled to complete it by composing a 
suitable melody. I made several abortive efforts, all of which bore too much similarity to 
favourite compositions by other musicians, notably the introduction to Snowflake (Sample), 
                                                 
21
 The origins of Kathleen’s Theme and story leading to its creation are discussed, along with performed 
examples illustrating its development, in the video presentation (Video 1, Video 2). 
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whose progression of major chords is set over a descending B♭ Locrian scale commencing 
on A♭. The resemblance was too close. 
Then on 8 March, I began hearing, playing and singing a melody which did not seem 
to fall into any obvious patterns, descending over the first four bars, touching on various 
degrees of each chord, one of my favourite improvisational ploys, before circulating upwards 
in two broken triads over the next two bars, to end on the ninth interval of the Cmaj9 of the 
last four bars (CL 2-3). Thus with the new melody added, the theme comprised one bar each 
of B♭maj7♯11, A♭maj9, G♭maj7, Emaj7♯4, E♭maj7, D♭maj9♯11, then four bars of 
Cmaj7♯4. I was already referring to the new sequence as Kathleen’s Theme (CL 2). Though I 
was unaware of it at the time, Kathleen’s Theme is also the title of a composition by pianist 
Les McCann, recorded in 1969 (McCann/Harris). On March 9, I set the entire sequence a 
semitone lower (CL 3) to its present status (see bars 109-138, 163-172). Suddenly, I had a 
new composition. 
 
Further Development 
It was immediately evident to me that I had composed a significant theme, but rather 
than standing on its own, it should serve as the focal point of a more extensive composition. 
On 9 March 2011, I decided to lead into the ten-bar theme with an eight-bar progression 
comprising eight minor-7 chords either a minor third or a diminished fifth apart, with an 
ascending melody comprising pairs of notes a major third apart over each chord. I referred to 
this progression as the “Time Remembered section” (CL 3-4), as Evans uses a similar 
harmonic sequence at bars 17-20 of Time Remembered (Wetzel 76-77; Example 6), although 
Evans’ melody is more intricate than the two which I chose. This progression would 
eventually appear at bars 155-162 of the completed Kathleen’s Theme. I later composed a 
comparable variation with a different melody at bars 71-78 (Example 7). 
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Example 6. Time Remembered, bars 17-20, Bill Evans. 
 
 
Example 7. Kathleen’s Theme, bars 71-78. 
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Troubled Waters 
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On 4 May 2011, I incorporated my 2009 composition, the eight-bar Troubled Waters, 
with its melody of semiquaver motifs, as a further lead-in (CL 5). On 14 June, I added an 
eight-bar C-Dorian adaptation of the original ten-bar melody (CL 14), to be played between 
the Troubled Waters and Time Remembered sections. I would later refer to Troubled Waters 
plus the C Dorian theme as Kathleen’s Theme Part 2 (CL 26). All of these ideas were 
incorporated after initially being tested at the piano. Thus, I now had an instrumental 
composition of 34 bars (Troubled Waters +C minor theme +Time Remembered section +ten-
bar theme =8 +8 +8 +10, not taking repeats into account), which also could have been left to 
stand on its own merit.
22
 Yet, I perceived that something was missing. 
 
Telling the Story 
The concept of musical narrative has been well documented: in instrumental music 
(Maus 1-34; Winters 3-7; Ryan); in film music (Levinson (1996) 283-306; Levinson (2004) 
428-441), and sample group studies of narrative engagement with music (Margulis 235-248). 
Ballet depicts stories through dance accompanied by appropriate orchestration: Coppelia 
(Delibes), Nutcracker, Sleeping Beauty and Swan Lake (Tchaikovsky), Bolero and Daphnis et 
Chloé (Ravel), Petrushka (Stravinsky). Classical composers have often sought to evoke 
characters and imagery in instrumental music: Midsummer Night’s Dream (Mendelssohn), 
Tableaux d'une exposition (Mussorgsky), 1812 Overture (Tchaikovsky), Peer Gynt (Grieg), 
Carnival des Animaux (Saint-Saëns), Children’s Corner (Debussy). In vocal genres such as 
opera, depictive orchestration is a vital element of the story-telling process, most strikingly in 
works such as Der Ring des Nibelungen (Wagner), and in the highly expressive, 
onomatopoeic piano accompaniments in Schubert’s Lieder, e.g., representing a spinning-
wheel (Gretchen am Spinrade), a fish in a stream (Die Forelle) and galloping horse (Der 
Erlkönig). 
In jazz, musical depictions of character and place are somewhat less common than in 
romantic and impressionistic classical music, but would include compositions such as 
Watermelon Man (Hancock), train-oriented examples such as Daybreak Express and Happy-
Go-Lucky Local (Ellington), Little Rootie-Tootie and Locomotive (Monk), and a myriad of 
train-inspired boogie-woogie compositions as discussed in Chapter 6. They would include the 
compositions from concept albums such as Empyrean Isles and Maiden Voyage (Hancock), 
                                                 
22
 The instrumental sections eventually became bars 139-172 of the completed Kathleen’s Theme, and bars 140-
173 of the 2014 score. 
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Atlantis, Phantom Navigator and Joyrider (Shorter). Vocalese lyricist Eddie Jefferson, 
perceiving jazz compositions and solos as stories, matched them with lyrics which spoke of 
romantic love or extolled Charlie Parker and other jazz innovators (KPFA). Thelonious Monk 
once observed: 
Everything I play is different. Different melody, different harmony, different 
structure. Each piece is different from the other one. I have a standard, and when the 
song tells a story, when it gets a certain sound, then it's through. Completed. (Brown 
45-46).  
 
Whilst the degree to which Monk’s compositions differ from each other may be open 
to discourse, I was sufficiently intrigued during three decades of studying his melodic 
concepts, harmonic progressions and rhythmic displacements, to attempt their emulation 
when composing Once and for All in 1983, Captain Bebop in 1985, and Usher Times Monk, 
as discussed in the previous chapter. 
Joe Zawinul was typically forthright on the subject, when speaking about the cultural 
diversity of his group Zawinul Syndicate (My People) in 1997:  
In every culture, there are a handful of really outstanding storytellers. That’s what it is 
all about—music is nothing else. Music is not a bunch of notes and chords. Music is 
storytelling (Prasad). 
Pat Metheny equates music to language: 
We're improvising most of what we say all the time. At the same time we're using 
structure, rules, grammar-all of the endless myriad experiences we've had as native 
English speakers-to put together something that hopefully adds up and makes sense. 
To me, improvisation in music is almost exactly the same thing. And we have an 
array of tools to do that with. And there are some improvisers with a subject to 
discuss that might be parallel to nuclear physics who need to have an incredibly 
detailed, complex language that can address the specifics of that subject. On the other 
hand, you might have some guy who says, "I wanna go to the bar and get drunk!" He 
has a much smaller need for language. In that sense I’m constantly drawn to the 
linguistic analogy. (Niles 143-144). 
 
In similar vein to the viewpoint expressed by Hancock in the 2014 Norton Lectures 
(“Once Upon a Time”), I have always viewed my compositions and improvisations as stories 
or depictions, as discussed in Chapter 2 (p.47) and 6 (pp.133-134). However, I perceived that 
the 34-bar instrumental Kathleen’s Theme was not enough. I needed lyrics. Therefore, I 
decided to compose a new section, something which, through simple lyrics supported by the 
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most beautiful and evocative sounds I could engender, would tell the story of a deep 
friendship with someone who had enthused me with her love of musical complexity and the 
melodic, harmonic and formal structure of composition. 
Although most of my compositions are instrumental, I have written some forty songs 
with lyrics, mostly in the blues or soul genres. This time, I needed something more extensive. 
After performing the Instrumental Kathleen’s Theme for the first time in public on 7 July 
2011 (CL 15), I was thoroughly convinced of the need for lyrics. 
On 8 July, after a long session practising the instrumental composition, I thought of 
the words: “Kathleen, your name rings like a bell deep inside of me / And because of you, 
sweet music ebbs and flows like the tide in me / I will never forget you, Kathleen.” (KTL bars 
0-22; KTSB bars 0-23, Appendix 1 193-198), then composed a melody and chord progression 
to match this tentative beginning (CL 15).
23
 In doing so, I had already moved far beyond any 
constraints of regular form. Although not noted in the Log, I also devised lyrics for the three 
renditions of the ten-bar theme at about the same date (KTL bars 109-138; KTSB bars 110-
139, Appendix 1 220-229). I then made no further progress for three weeks.
24
 
Then on 29 July, I awoke early, and commenced writing the remaining lyrics at the 
computer, starting and ending with the lyrics which I had already composed, then writing 
down the rest of the story (CL 17). Within an hour, between 6AM and 7AM, I had completed 
the lyrics, though I would make minor adjustments over the next few weeks. In the log entry 
for 18 September (CL 26), I referred to the vocal section (bars 1-138) as “Kathleen’s Theme 
Part 1”, the Troubled Waters and eight-bar original theme recapitulation (bars 139-154) as 
“Kathleen’s Theme part 2”, and Time Remembered section plus the instrumental 
recapitulation of the original ten-bar theme (bars 155-172) as “Kathleen’s Theme part 3”. 
However, I soon became less stringent about these designations, preferring to treat the 
completed composition as an entire entity. 
 
 
                                                 
23
 In fact I neglected to mention the early emergence of the first 24 bars of lyrics and melody at the time, only 
referring to it in the video presentation on 29 June 2013 (Video 2) and in a note added to the 2011 log on 1 
August 2013 (CL 15). 
24
 The process of writing lyrics for Kathleen’s Theme is discussed in the video presentation (Video 2, Video 3). 
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Lyrics, Melody and Form  
In composing music to fit the lyrics, I drew inspiration from the work of Hal David 
and Burt Bacharach (CL 18, 19-20), whose often irregularly phrased songs I had memorised 
since childhood (True love never runs Smooth; Anyone who had a Heart; Trains and Boats 
and Planes; Do You Know the Way to San Jose; Promises, Promises). 
I was further inspired by a composition by Herbie Hancock with lyrics by Allee Willis 
(Come running to me), in which Hancock sings through a Sennheiser vocoder, and a Kurt 
Elling composition (Beauty of All Things).
25
 Thus inspired, I allowed the lyrics to dictate the 
shape of the music. The most direct similarity between much of David and Bacharach’s work, 
the Hancock and Elling compositions lies in their unconventional, lyric-based form. Upon 
this approach, Bacharach has commented: 
I don’t dislike writing to a lyric. It takes you in another course that you might not go 
into if you were just writing a straight melody, then giving it to a lyricist. It kind of 
sets out on a road and then you sort of have to follow it in a general direction 
(DeMain 3).  
Hal David expressed similar views concerning the process of fitting music to lyrics: 
I wouldn’t decide. It would decide for me. I think that’s what happens when you 
write. You have a whole background of experience, and that comes into play, but 
essentially, very often you start to write and the work creates its own form 
(DeMain 15).  
On the subject of song-writing, Isaac Hayes observed: 
I learned that a song has three areas. The opening, the middle part, and the ending. 
And you have to explain it. Why this? Why that? You lay your case out first, and then 
you explain why … And you always have to make it simple. 
(DeMain 44). 
 
Whilst Hayes’ explanation may seem obvious, there were several approaches I could 
have taken with Kathleen’s Theme. There are marked differences between the character 
descriptions in Theme from Shaft (Hayes), the narrative of Piano Man (Joel), and the stream 
of consciousness fantasy lyrics of I Am the Walrus (Lennon). I have used these and other 
                                                 
25
 Kurt Elling also recorded the Hancock/Willis composition for his 2011 album (The Gate). 
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approaches in writing lyrics to some forty songs. This time, I chose the narrative approach, to 
which Hayes description above aptly applies. 
Though I had not previously read the above quotes, I had already decided to keep the 
language succinct and to the point. On 2, 15 and 23 August, I set the lyrics to music (CL 17, 
18, 19). I sought to support the lyrics with a melody using simple scalar motifs which 
collectively would traverse all twelve tones, supported by complex yet complementary 
harmonic progressions. Before dawn on 25 August, I composed harmonic progressions, this 
time away from the piano, to underpin the melody at bars 25-47 (CL 20), in the process 
revisiting the Bridge-to-Eternity-style introduction to a now almost forgotten arrangement of 
Westendorf’s ‘Kathleen’. By 1 September, after composing music to a section of lyrics which 
I had almost forgotten as discussed below, The end result of my efforts was a vocal section of 
138 bars, and with the 34-bar instrumental section added to form bars 139-172, a complete 
composition (CL 21-22). 
 
Stanzas, Memorisation and Completion 
Throughout August 2011, I memorised the lyrics by repetitive recitation. Although 
most of the work of setting lyrics to music was done at the piano, I occasionally worked away 
from the instrument, notably in the early hours of 25 August (CL 20). Significantly, as a way 
of challenging myself to memorise the lyrics, I did not Braille them at this point, a decision 
which almost spelt a minor disaster. On 1 September, whilst making slight changes to the 
lyrics at the computer, I rediscovered a whole stanza which I had completely forgotten since 
first writing the lyrics on 29 July (CL 21-22): “You made me see, that my life was worth 
more than scoring high marks at school. You gave me just one rule: to play all my music for 
you. Kathleen!” (CL 22; KTL bars 48-63; KTSB bars 49-64 (Appendix 1 205-211)). Though I 
did not specify how I did so in the log, I solved this problem quickly, by simply adapting the 
melody and chords from the previous stanza at bars 35-47 to fit the forgotten section, adding 
three bars to cover the extra lyrics, thus forming bars 48-63. I added the lyrics at bars 95-102 
late on 1 September (CL 22). On September 3, I devised an alternative set of lyrics for bars 
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87-102 (CL 23), which I have rarely used since.
26
 I brailed the music for bars 1-138 on 9 
September (CL 24), but did not transcribe the lyrics into Braille until 25 March 2012. 
To facilitate memorisation and rehearsal, I divided Kathleen’s Theme Part 1 into 
stanzas: bars 1-24, 25-47, 48-63, 64-70, 71-86, 87-108, and the heptametrical phrases of the 
original ten-bar theme at 109-118, 119-128 and 129-138. The longer stanzas may be 
subdivided: bars 25-47 (9 +4 +3 +6); bars 48-63 (4 +3 +3 +6) and 87-108 (8 +8 +6).  
Meanwhile, Harmonic chromaticism had become so prevalent in my construction of 
the folio, that in composing Kathleen’s Theme, I had resorted to it without premeditation, as 
noted in the last log entry for 1 September 2011 (CL 22-23). Embracing this outcome, I went 
further, reasoning that by using progressions covering all twelve tones, I was paying the 
highest tribute to my friend. On 2 October, I altered one or two harmonies to ensure that the 
composition contained major, minor and dominant chords based upon all twelve tones (CL 
28). Some chords only feature for a single bar, others more extensively, but all are present. 
As with the harmony, the melody features all twelve tones, but only over the course of 
many bars and never as chromatic passing tones. A♭ does not appear in the melody until bar 
65, the last of the twelve tones to do so–cumulative pantonality, the same process which I had 
used elsewhere throughout the folio. These achievements served to bolster my perception that 
Kathleen’s Theme was a truly complete composition, every part of which led back to the ten-
bar heptameters at bars 109-138 and 163-172, the very theme with which my efforts had 
commenced eight months earlier. 
 
Early Performances 
Having first practised it in full on 3 September 2011 (CL 23) and several times 
thereafter (24), I sang Kathleen’s Theme Part 1 to somebody else for the first time on 17 
September 2011, as an example of lyric-based form for a composition student (CL 25; Video 
3). I first performed the complete composition in public on 7 March 2012, in a concert at 
QCGU with flautist Anthony Ma. I performed it several more times in public throughout 
2012, and in February 2013 recorded it as part of an interview which was then posted online 
(Funk). 
                                                 
26
 The process of memorising and finalising the lyrics and supporting melody and chords is discussed and the 
completed Kathleen’s Theme performed in the video presentation (Video 3). 
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Connection with Earlier Compositions 
I deemed it important to establish connections between Kathleen’s Theme, the rest of 
the folio and earlier compositions. To quote Zawinul: 
If you listen to Black Market and things I wrote many years ago, there's not a lot of 
difference. I grew of course because I do music every day and I learn new things 
about life every day. So I am growing as a musician and it's all one concept. 
(Prasad). 
 
In the course of composing and developing the various parts of Kathleen’s Theme, I 
revisited several pre-folio compositions for inspiration – Kaye, Sweet Light of Wisdom, 
Bridge to Eternity, Battle Song and Ellita (CL 15-16). One factor linking these compositions 
with Kathleen’s Theme and most other folio compositions is the juxtaposition of simple 
melodic phrases over complex harmonic progressions.  This in turn connects them with a 
long history of simple melody-complex harmony compositions in jazz, traceable to Ellington 
(Sophisticated Lady; Prelude to a Kiss), later explored by Monk (Ruby My Dear; Pannonica), 
Coltrane (Giant Steps; Naima) and Shorter (Infant Eyes; Wild Flower; Iris). With regard to 
the importance of attaining simplicity in composition, Evans once commented, drawing an 
analogy with the poetry of William Blake: 
He's almost like a folk poet, but he reaches heights of art because of his simplicity, 
The simple things, the essences, are the great things, but our way of expressing them 
can be incredibly complex, It's the same thing with technique in music. You try to 
express a simple emotion-love, excitement, sadness-and often your technique gets in 
the way. It becomes an end in itself when it should really be only the funnel through 
which your feelings and ideas are communicated. The great artist always gets right to 
the heart of the matter. His technique is so natural it's invisible or unhearable. 
(Nelsen 16-19, repr in. Pettinger 17). 
 
Ensemble Arrangement 
In the score which I arranged for ALSSB in February 2014, I inserted an extra bar of 
C7sus4 between bars 8 and 9 of the opening phrase of the original version, increasing the 
section to 10 bars (KTSB bars 9-10 (Appendix 1 193-196); B.W.A). I sought to write singable 
counter-melodies for the various instruments rather than block harmonization’s, especially at 
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bars 49-64. I had pursued the same approach in the 1990s when arranging compositions such 
as Blue Hermit (JUJU 1), and again when arranging Jeffu, Dovetail and Bird Wings. 
In 1968, acting upon the advice of Joe Zawinul, Herbie Hancock arranged several 
compositions (Riot; Speak Like a Child; Toys; Goodbye to Childhood), in which the various 
instruments- flugelhorn, alto flute and bass trombone, each had melodic rather than purely 
harmonizing roles (Hancock/Dickey 102-103). Hancock followed the same course, always 
affording space for improvised solos, when arranging for a nine-piece aggregation on his 
1969 album The Prisoner (I Have a Dream; The Prisoner; He Who Lives in Fear; Promise of 
The Sun) plus a Buster Williams’ composition (Firewater), and on subsequent albums (Fat 
Albert Rotunda), with increasing incorporation and similar deployment of synthesizer and 
other electric keyboard parts (Mwandishi; Head Hunters; Thrust; Secrets), often in addition 
to reeds and brass (Manchild; Sunlight), and in at least one case, strings (Come Running to 
Me). Listening to Hancock’s arrangements, as well as those written by Gil Evans for Miles 
Davis (Miles Ahead; Porgy and Bess; Sketches of Spain; Quiet Nights), provided major 
inspiration for me in arranging Kathleen’s Theme and other folio compositions. 
For the most part, my orchestrations are planned and constructed away from the 
piano, incorporating devices which I use on a regular basis, e.g. quartal harmony and 
secondary melodies, although I will occasionally play voicings in order to imagine how they 
might sound on different instruments. In this way, whenever I orchestrate, I envision that my 
compositions should be playable on any instrument. Significantly, I never write notation for 
drums or percussion, preferring to trust the ability of the drummer or percussionist to use the 
written melody and bassline to determine what they play in each arrangement, meaning that 
all drum/percussion accompaniments are almost totally improvised. 
 
From Improvisation to Composition  
Having established the melody for the lyrics of Kathleen’s Theme Part 1, I practised it 
extensively without further melodic improvisation, instead interpolating voicings, refining 
and exploring my ability to improvise upon it harmonically. Although I composed parts of 
the melody and harmonies and scored the 2014 orchestration away from the piano, 
Kathleen’s Theme was essentially composed during dozens of hours of instrumental and 
vocal experimentation (CL 2-3, 15, 17-18, 21-22; Video 1, Video 2, Video 3). When 
composing the vocal section, I spent time singing the words, often away from the piano, until 
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I arrived at a suitable melody. Thus, the entire composition arose from improvisations which 
I then refined into specific motifs and themes during extensive practice. Zawinul described a 
similar approach to composition: 
I rarely sit down and compose. I just turn on the tape recorder and play my 
instrument, and when a moment of inspiration comes I keep playing, and transcribe 
from the tape later on. You don't concentrate on one little element or another; just 
open up and let it all come through you. 
(Silvert, “Wayfaring Genius--Part I” 13-15). 
 
During an interview in 2002, when asked how much of Weather Report’s music was 
composed and how much improvised, Zawinul replied: 
In the beginning, everybody brought a few lines in, and we improvised over that. We 
were either magic or we were not happening, and that bothered me. I thought we 
should have both, where we have that magic but can always fall back on a solid 
structure of music. … Anyway, we started to bring more structure into the music with 
Mysterious Traveller—and for this, you need different people. Slowly we developed 
into a serious band. But one thing I must add is that all my music is totally 
improvised. All the compositions are improvisations. One talent I have is that I am a 
form improviser. I can improvise for long stretches, and there is a form to it. 
(Panken). 
 
Unlike Zawinul, I seldom transcribe my ideas from recordings, but once having 
isolated a melodic fragment or harmonic progression, I will develop it through intense 
practice until it is thoroughly memorised, then transcribe it. Even when reviewing standard 
repertoire, I practice composition. I rarely practice scales and never technical exercises, 
instead concentrating upon melodic phrases in unison over both hands, cyclic and scalar 
progressions, or simply performing compositions without any preparation whatsoever. I often 
improvise melodies and basslines simultaneously, filling in the supporting harmony to form a 
composition. I may build a composition from a harmonic progression as with Fifteen, or from 
a melodic phrase as with Mysterious River. At other times, I create rhythmic, non-tone-
specific, pointallistic soundscapes at the piano, not unlike the creations of Cecil Taylor (Café 
Montmartre; Unit Structures; Indent), Don Pullen (Healing Force) or Paul Bley (Open to 
Love; Alone Again; Axis; Tears), until I isolate a melodic or harmonic idea which appeals to 
me. I had followed this approach in composing earlier pieces such as Kaye and Sweet Light of 
Wisdom, but not in composing the folio. 
Schoenberg expressed the view that “composing is a slowed-down improvisation” 
(Stein 439), whilst Shorter has asserted: “I’d say composition is improvisation slowed down.” 
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(Martin), and more than a decade later: “Composition is just improvisation slowed down, and 
improvisation is just composition sped up” (Mercer 140). My own experience would seem to 
align with this concept. The melodic devices in Kathleen’s Theme – simple motifs, broken 
triads and longer lines descending or ascending through a series of chord progressions – 
feature prominently throughout my improvisations as a whole, traceable to my recordings of 
Blue Hermit, Blues at The Risk and Song for Mother Earth in the early 1990s (JUJU 1). 
Bassist, composer and musicologist Bruno Raberg, who worked with Shorter during the 
1990s, has observed similar tendencies in Shorter’s music: 
As an improviser Shorter never succumbs to patterns and practiced "licks". There are 
many trademarks and melodic materials that he uses in his writing and improvising, 
but these are motives that are his own and are used in a very flexible manner. He will 
use quotes from his own solos from 20 years ago in his playing today, but these 
melodic motives are so strong that although they were improvised at the time they 
have become part of the composition. His composer and improviser self are very 
symbiotic and work closely together. His compositions never become contrived and 
academic but rather seem to spring out like improvised spontaneous phrases that are 
left alone to grow on their own as much or little as they want (Raberg 5). 
 
 
Opinions differ as to the efficacy of composing away from or at one’s instrument. 
Bacharach has expressed a preference for composing away from the piano: “You can hear a 
long line that way. You can hear the whole song. You can hear it evolve” (DeMain 3). 
However, Steve Reich’s views about his own compositional process and objectives would 
seem to be worth consideration: 
When I began work on Proverb I had the text in front of me. My first job was to look 
at the words and have some tune begin to suggest itself in my mind, write it down at 
the piano, play it and sing it. It’s very important when you’re writing a vocal piece to 
sing it, because that will keep you attuned to the idiom of the voice. That is one of the 
most important things you can do, because if musicians don’t enjoy performing your 
piece, then no matter what the music critics say, your piece will not live. And if the 
musicians do enjoy playing it, and the audience enjoys listening, it doesn’t matter 
what the music critics say, your piece will be played and enjoyed. 
(McCutchan 16). 
 
Beyond Mere Music 
My experience in composing Kathleen’s Theme typifies my attitude to composition, 
born of artistic ideals which in my opinion originated during my studies of classical music. 
The connections between classical music and jazz are discussed at some length by Bill and 
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Harry Evans in 1966 (Cavrell). It is by no means exceptional for jazz musicians to have 
studied or performed classical music at some point, e.g., Hancock’s performance of a Mozart 
concerto with Chicago Symphony Orchestra at age 11 in 1952 (Hancock/Dickey 10-12), his 
performance of Gershwin’s Rhapsody in Blue at the 2008 Grammy awards and subsequent 
tours with Chinese classical pianist Lang Lang (Hancock/Dickey 319-320; Baum), or Keith 
Jarrett’s extensive classical discography, which includes recordings made for ECM between 
19871990 (Goldberg Variations; Das Wohltemperierte Klavier). 
I enjoy the complexities and simplicities of my compositions. Monk may have been 
similarly motivated to continually re-work a somewhat limited number of his compositions 
throughout his entire career (Farrell 84-85). In my case, this level of artistic satisfaction is 
probably the legacy of a fascination with musical architecture which has stayed with me since 
my first theory lessons. Kathleen Kerr would nurture my interest in theory and the personal, 
emotional aesthetics of music, leading me to investigate my own compositional potential. 
Subsequently, in common with Monk, Metheny and Evans as previously quoted, I sought to 
write compositions which would not only be structurally strong, but would sing, tell stories, 
paint pictures, transcend the academia of music. To quote Coltrane: “I know that I want to 
produce beautiful music, music that does things to people that they need. Music that will 
uplift, and make them happy.” (Wilmer, “Conversation with Coltrane” 1-2). A few months 
later, Coltrane went further: 
I think the main thing a musician would like to do is to give a picture to the listener of 
the many wonderful things he knows of and senses in the universe. That’s what music 
is to me—it's just another way of saying this is a big, beautiful universe we live in, 
that's been given to us, and here's an example of just how magnificent and 
encompassing it is. 
(DeMicheal, “John Coltrane and Eric Dolphy Answer the Jazz Critics” 23). 
 
Three decades later, Shorter observed: 
The idea is to transcend music. And also to transcend the academia of music. 
Something else manifests, something else takes place. Theoretically you can say that 
any sound is neutral, but with the human element and the response or reaction, any 
song begs to differ. 
(Martin). 
 
Self-reliance 
I had always been able to discuss the effect of major jazz innovators upon my music. 
Yet, concerning my friendship with Kathleen Kerr, which had been so crucial in leading me 
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to continue with music in 1971 when I had been determined to quit, I had remained silent for 
almost four decades. It was necessary for me to break that silence if I was to dedicate my 
studies and the folio in honour of my friend (Video 2). Kathleen’s Theme marks the 
culmination of my efforts to acknowledge this important story from my life. 
Although connections can be made between my compositions and the work of Monk, 
Coltrane, Shorter, Evans, Henderson, Hancock etc, the overwhelming impetus to compose 
stems from my own compositions, improvisations and life experiences. I studied piano, 
saxophone and theory formally to tertiary level, and have occasionally sought additional 
advice on approaches to improvisation. But rather than seeking advice on methods of 
composition verbally or in writing from other composers, and never having been able to read 
print music due to lack of eyesight, I have learned by listening to recordings. In doing so, I 
was able to make a connection between theoretical concepts and the music I heard. When 
studying with Mike Nock in 1985, I did not seek his advice about composition, nor did he 
offer any. We simply enjoyed the challenge of playing duets on his compositions, or the jazz 
and popular standards for which we both held a deep affection. I recall that he always reacted 
positively towards my compositions. In these situations, I learned to apply my technique and 
growing ability as an improviser in solving the challenges of composition. This would seem 
to corroborate the experience of Wayne Shorter: 
I thought I could hear anything and everything in music. I never did ask anybody, 
'How do you do this, or that?' Whenever I had a question, I thought. Let me see if I 
can hear it myself. 
(Mercer 144-145). 
 
Theoretical knowledge and ability to improvise combine to inform my compositional 
decisions, affording me the freedom to move beyond II-V-I progressions and other generic 
conventions. In performing Kathleen’s Theme, I use devices such as tone clusters, and quartal 
harmony–stacked fourths,–a feature of my music over many years, including the 
arrangements of folio compositions Bird Wings, Dovetail, Fifteen, Jeffu, Trinity and 
Kathleen’s Theme. It was during one of my theory classes with Kathleen in 1973 that I first 
heard La Cathedrale Ingloutie (Submerged Cathedral) (Debussy), and was enthralled by its 
scalar progressions, quartal and quintal harmony. The impact of that experience would stay 
with me, and in the late 1970s, I discovered its prevalence in the jazz of Coltrane, Tyner, 
Hancock, Corea and Nock, eventually indulging my love of these sounds in my own 
compositions, arrangements and improvisations. 
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Composed through Performance 
Whilst the lyrics and portions of the melody and harmony of Kathleen’s Theme were 
written away from the piano, I always took each new concept to my instrument at the earliest 
opportunity. I enjoy refining and performing my own compositions, being gratified when 
other people hear and enjoy them. Kathleen’s Theme has so far met with a favorable 
reception from the musicians who have performed it and audiences who have heard it; ditto 
for all other compositions from the folio. 
To achieve this end, I allowed myself to be driven by one personal trait, self-
confidence, as discussed in Point 14 of Chapter 5. I derived motivation from my own life 
experience, relying upon my composer and performer self to choose melodic and harmonic 
ideas and to carry out the hard work of building an extended composition. I was thus able to 
compose Kathleen’s Theme in 2011, with the entire composition arising from improvisation 
during dozens of hours of trial and error practice at the piano and with my voice. 
Along with Zawinul when he composed Nubian Sundance as quoted earlier, I can 
assert that as I composed Kathleen’s Theme, every harmonic progression, every bassline and 
melodic statement, arose from instrumental and vocal improvisation. 
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Chapter 5. Qualitative Analysis of Composition Logs 
The emergence, development and completion of each of the folio compositions has 
been documented in two electronic logs (Usher, CL; SCL), as referenced throughout Chapters 
3 and 4. In daily and hourly accounts, I documented how I devised, developed, and practiced 
each composition, including details of musical and non-musical influence. Such close 
documentation of my creative process, verified by my supervisors (Nowell et al 3), 
constitutes qualitative research (Babbie 303-304; Nowell et al 1-13; Silverman 1-42). More 
specifically, it amounts to thematic analysis, described by Nowell et al as “…a method to 
identify, analyse, organize, describe and report themes found in a data set” (Nowell et al 3; 
Braun and Clarke 77-101), which has yielded a series of robust insights into my creative 
processes when applied to the composition logs. Fifteen themes emerged in my analysis, 
grouped into three broad categories, detailed below. 
 
Creative Methods and Processes 
1. Experimentation at the piano is identified as the principal process involved in 
composing or developing the folio: Dovetail (CL 1, 2); Fifteen (1, 2); Bird Wings (2, 3, 4, 6); 
Kathleen’s Theme (2-4, 5, 14, 15, 17-23, 26, 28); Jeffu (3-4); Déjà Vue (3-4); Mysterious 
River (4, 5-6); Lady with the Flute (5, 7, 10); The Caged Lion (10, 11); Trinity (12); Dear 
Kitty (12-14); Usher times Monk (13); The Fifties (14); Homeless (CL 17; SCL 4-5); Twelve 
Tone Train (CL 29-30); Unfinished Symphony (SCL 1-2); Gaze upon the Rainbow (SCL 3). 
 
2. As detailed throughout the log entries cited in Chapter 4, Kathleen’s Theme evolves 
over eight months, primarily during practice, into the most extensive composition in the folio 
at 173 bars. 
 
3. Ability to perform each composition is perceived as a crucial element in its 
completion. This point is first identified in February 2011 (CL 2), when I was formulating 
Kathleen’s Theme, Fifteen, Bird Wings and Déjà Vue. The relationship between composition 
and performance is mentioned with respect to a session on 19 May during which, inspired by 
my admiration for the pianism of Art Tatum (‘Portrait’), I practised Jeffu using a stride left 
hand (CL 8). Subsequently, a separation is identified between ability to play the main theme 
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of a composition and ability to improvise upon it, notably with respect to Kathleen’s Theme 
which, before 8 July 2011, I had practised as a set piece with little or no attempt at melodic 
improvisation, whereas I had been improvising both melodically and harmonically upon other 
folio compositions as a normal part of my practice regime. Thus, although the initial ten-bar 
statement of Kathleen’s Theme had emerged out of chordal improvisation during practice, I 
did not attempt to improvise upon it beyond reconstructing the chord voicings, eschewing any 
form of melodic improvisation until 8 July (CL 15) and 22 July (16). Though not recorded in 
the log, I did not attempt to improvise melodically over bars 1-138 of Kathleen’s Theme until 
early 2012. However, I did improvise harmonically at all times, interpolating quartal 
harmony and other internal voicings, which I later adapted for the 2014 arrangement. 
 
4. Several significant concepts or parts of compositions were realised away from the 
piano. I spent considerable time conceiving progressions or singing melody lines away from 
the piano as the number of compositions increased throughout 2011, including the train riff at 
bars 1-8 of Jeffu (CL 3) and the B-section and final two bars of Usher Times Monk (13) both 
during train journeys; naming Mysterious River over breakfast at 7:30AM on 20 April 2011 
(4); the melodies of Mysterious River and Lady with the Flute during Braille transcription 
(12). I did significant work upon Kathleen’s Theme away from the piano: writing the lyrics 
(CL 17), conceiving the supporting harmony and melody for the lyrics at bars 25-47 (20); 
adapting bars 35-47 to form bars 48-63 and conceiving a further eight bars of lyrics and 
music based on bars 87-94 to form bars 95-102 (22); and writing alternative lyrics to bars 87-
102 (23). Though not mentioned in the log, I frequently sang melodic ideas away from the 
piano, especially when constructing the melody for the lyrics of Kathleen’s Theme. 
 
5. Revisitation of compositions which in some cases I had written decades earlier, as 
inspiration for the creation of the folio, emerges as a significant praxis. On 4 May 2011, I 
subsumed Troubled Waters into Kathleen’s Theme, also revisiting a 1991 composition 
entitled Forgiveness (CL 5) which inspired bars 17-24 of Lady with the Flute (7). I practised 
Kaye on 7 June (CL 11), which served as inspiration for Dear Kitty. On 19 July I practised 
Sweet Light of Wisdom, Divine Calling and Battle Song (CL 15), and on 3 September one of 
my earliest and long-forgotten compositions, Drastic Changes (23). All such encounters with 
pre-folio compositions served as important sources of motivation for me, especially in 
completing Kathleen’s Theme. 
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Tonality, Structure and Form 
6. Pantonality and harmonic chromaticism emerge as common elements throughout the 
folio; conspicuously in both basslines and harmonic progressions; less obviously yet 
demonstrably in melodies. The extent of chordal chromaticism throughout the folio had not 
occurred to me until 17 May 2011 (CL 7), whilst I was writing Braille manuscripts of Bird 
Wings, Déjà Vue and Sun Flight. I would extend my use of pantonality dramatically in 
constructing Kathleen’s Theme (CL 22-23, 26), finalising the complete twelve-tone set of 
major, minor and dominant-7 chords in early October (28). 
 
7. Simple melodic statements set against complex harmonic progressions feature 
throughout the folio, a concept which I had used decades earlier in Kaye, Sweet Light of 
Wisdom and Battle Song, and mentioned with reference to Lady with the Flute on 18 May 
(CL 7). Though not identified elsewhere in the logs as a specific goal, I followed the simple 
melody/complex harmony concept in composing Fifteen, Jeffu, Déjà Vue, Mysterious River, 
Dear Kitty, Twelve Tone Train, Kathleen’s Theme and Unfinished Symphony. 
 
8. Compositions are perceived as complete when melodies and/or chord progressions are 
finalized, I.E, once a lead sheet has been drafted, with any subsequent specific orchestration 
merely serving as an arrangement of the completed composition. This perception is identified 
concerning the completion of Fifteen on 16 May and Bird Wings on 17 May (CL 6), 
Mysterious River and Lady with the Flute on 11 June (12), Usher Times Monk on 13 June 
(13) and Kathleen’s Theme on 1 September (22). 
 
9. Non-standard or irregular form emerges as a significant tendency and compositional 
objective, bearing early fruit with Dovetail in April 2010 and Fifteen in July 2010 (CL 1). 
The trend towards irregular form would continue with the 26-bar Jeffu (CL 4), 38-bar Lady 
with the Flute and 50-bar Dear Kitty (12), 78-bar Unfinished Symphony (SCL 1), and 173-bar, 
multifaceted Kathleen’s Theme. 
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Other Factors 
10. Several compositions develop concurrently or in quick succession during 2011. The 
initial ten bars of Kathleen’s Theme emerged in February/March, concurrently with work 
upon Bird Wings, Déjà Vue and the melody at bars 5-19 of Fifteen (CL 2-3). Between 4 June 
and 18 June, I completed Mysterious River, Lady with the Flute, The Caged Lion, Dear Kitty, 
Trinity, Usher Times Monk and the C minor rendition of the original melody of Kathleen’s 
Theme (CL 10-14). After transcribing The Still Small Voice on 21 June (CL 14), I 
concentrated on Kathleen’s Theme, completing no further works until Blue in Orange on 20 
November (CL 29), but did spend the interim consolidating my ability to perform all new 
compositions (14-29). 
 
11. Naming of compositions has been identified elsewhere as significant (Collier 223-
225), and its importance in my creative process is identified several times throughout the log, 
specifically with reference to The Caged Lion on 4 June 2011 (CL 10), Usher times Monk on 
13 June (13) and The Still Small Voice on 14 June (13-14). To quote from the log: “the 
naming of a piece is of paramount importance to me. No piece is complete unless it has a 
name, and I am not content with silly names (as I see them), such as “Study in E-flat Major” 
or the like.” (CL 13). In most instances, I named new compositions relatively quickly, e.g. 
Kathleen’s Theme when composing its original theme on 8 March 2011 (CL 2). Dear Kitty 
(CL 11), Blue in Orange (29) and Twelve Tone Train (30) were each named on the day of 
their conception. Jeffu was named upon completion a day after its initial inception, and 
Mysterious River was named four days after it first emerged (CL 4). 
 
12. Though not specifically identified in the log as an objective, Stylistic and structural 
Diversity within the folio is established by April 2011, by which time I had completed or was 
composing the widely differing Dovetail, Sun Flight, Bird Wings, Déjà Vue, Fifteen, Jeffu, 
Mysterious River and original ten bars of Kathleen’s Theme (CL 4). 
 
13. Braille manuscript emerges as an important means of externalization and 
documentation, with numerous references to Braille transcription of compositions throughout 
the log (CL 6, 7, 12, 13, 14). Completion of compositions in the process of Braille 
transcription is specifically identified concerning Fifteen on 16 May 2011 (CL 6), Mysterious 
River and Lady with the Flute on 11 June (12). 
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14. A sense of self-confidence and self-reliance underlies the creation of the folio, vividly 
expressed in the entry for 7 June 2011 (CL 11). Occasional mention is made of difficulties in 
resolving problems, as with finding suitable chord progressions for Bird Wings in February 
(CL 2) and Déjà Vue on 16 April (4), or the length of time it took to name The Still Small 
Voice (13-14). I also expressed some concern on 21 June that: “I have too many pieces in E-
flat Major” (CL 14-15). But nowhere throughout either log is there any expression of self-
doubt regarding my capacity to compose the folio. 
 
15. Inspiration from outside jazz, including factors not specifically connected to music, is 
frequently addressed. In the entry for 26 May 2011 (CL 9), I emphasized the link 
which I have always perceived between jazz and classical theory with reference to 
The Submerged Cathedral (Debussy) and Pictures at an Exhibition (Mussorgsky). On 
23 September, I dealt at some length with the inspiration I have always gained from 
the recordings of Kathleen Ferrier and Paul Robeson (CL 27). The influence of David 
and Bacharach upon my music is discussed on 5 June (CL 10-11), 15 August (18), 23 
and 25 August when fitting music to the lyrics of Kathleen’s Theme (19-20), and 31 
August with respect to irregular form and the emotive quality of their lyrics (21). 
Factors not necessarily connected with music are also identified as inspiration: the 
impact of trains upon my music with respect to Jeffu on 14-15 April (CL 3-4), Twelve 
Tone Train on 6-7 December (29-30), and more generally as an inspiration in my 
compositional process on 31 July and 1 August (17), at which time I was searching 
for recordings of trains on the Internet. The role of trains in my creative process, and 
other non-music specific factors not directly addressed in the logs, such as spirituality, 
is discussed in more detail in the following chapter. My fascination with the 15-note 
theme and 15-bar solo section of Fifteen, coinciding with the fifteen chordal steps in 
both Déjà Vue and a then embryonic Kathleen’s Theme, is mentioned on 10 May (CL 
6). The story of my friendship with Kathleen Kerr forms a recurring topic throughout 
the log, especially as inspiration for Kathleen’s Theme (CL 2, 4, 7, 9, 10, 11, 15, 17-
18, 22), Lady with the Flute (7), and Dear Kitty, the latter also inspired by the diary of 
Anne Frank (11, 26). 
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Chapter 6. Non-musical Inspiration 
In composing the folio, as with pre-folio compositions, I drew inspiration from a 
number of extraneous sources. Whilst intensive investigation of such influences may fall 
outside the scope of this dissertation, their importance in relation to my creative processes 
warrants discussion, especially in view of their importance to other composers cited 
throughout this exegesis. 
 
Spirituality 
Sacred music has played an important role throughout my life. From early childhood, 
I attended a small Roman Catholic church, singing and memorising dozens of traditional 
hymns from The Living Parish Hymn Book (Newman), later serving as organist at the same 
church from 1983-1999. When I began performing and composing professionally in the early 
1980s, I sought to express spirituality through jazz.  
In the late 1970s and early 1980s, I heard recordings of Black Christ of the Andes and 
Mary Lou’s Mass (Williams), Sacred Concerts (Ellington), and was aware that many of the 
great jazz innovators had performed music in church. I began studying Coltrane’s music, the 
harmonic cycles of Giant Steps and simpler yet challenging harmonic progressions (Naima), 
his explorations of modality, extended forms and simple themes (Africa; Spiritual; 
Impressions; India; Crescent; Wise One), motivic development and open-ended form (A Love 
Supreme; Ascension; Meditations; Kulu Sé Mama; Om; Expression; Transition). Crescent, A 
Love Supreme and Meditations (Coltrane), and The Creator Has a Master Plan (Sanders) 
especially caught my attention when I first heard them in 1984. I drew further inspiration 
from the modal and multiscalar compositions of Shorter, Tyner and Henderson, many of 
which represent expressions of their personal spirituality. 
 
Spirit Train Jazz 
Thus inspired, I sought to combine in my compositions the musical devices which I 
most enjoyed hearing and playing, as an appropriate means of expressing my spiritual 
convictions, perhaps not unlike Coltrane’s approach in composing A Love Supreme as 
related by Alice Coltrane (Kahn XV). I refer to the resulting music as ‘Spirit Train Jazz’, 
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after my composition entitled Spirit Train (From Leaps to Bounds). In Spirit Train Jazz, I 
fuse organized or arranged composition and spontaneous improvisation, motifs and simple 
melodic lines with cyclical, chromatic, symmetrical and scalar progressions, quartal and 
quintal harmonies (though not necessarily all at once in every composition), leaving ample 
opportunity for solo improvisation.
27
 Spirit Train Jazz expresses my belief in an all-wise, all-
merciful creator God; the Holy Trinity, and my interest in other faith traditions and 
philosophies, especially Zen Buddhism, Sufi Islam and Judaism. 
These explorations have resulted in albums such as Jeff Usher’s Jazz Unit Volume 1, 
From Leaps to Bounds and Bird Wings, and numerous recorded compositions (We Are in 
God’s Hands; Song for Mother Earth; Blue Hermit; Spirit Train; Sweet Light of Wisdom). 
Other sacred Compositions include Battle Song, Divine Calling, and an orchestral piece 
which I composed as part of a Graduate Certificate in 1998, entitled Unspoken Prayers: 
Meditations on the Father, the Son and the Holy Spirit. Within the folio, Mysterious River, 
The Caged Lion, The Still Small Voice and Trinity typify my concept of Spirit Train Jazz, 
along with Kathleen’s Theme, which I regard as a prayer of gratitude to God for the presence 
of Kathleen in my life, although there is no mention of God in the lyrics. 
 
Trains 
As with spirituality, the imagery and depiction of trains in my compositions has a 
wider context across jazz and other forms of music, which intersects with my concept of 
spirit train jazz and other compositions. Trains have fascinated me since childhood. I have 
always been highly conscious of the musicality of trains, and I could always hear a 
connection between railway rhythms and jazz. One aspect which attracts me to jazz is the 
sense of forward movement; of undertaking a journey or listening to a passing train. 
Musical representations of trains are legion–in jazz, blues, rock, soul and other genres 
(Pacey); hardly surprising when one considers the travelling hours which working musicians 
have spent aboard trains since the mid-nineteenth century (Beyst; Ellington 85-86). Train-
inspired examples may be found in Orchestral and chamber music from the 1840s onwards: 
Poputnaya Pesnya (Travelling Song) (Glinka); Le Chemin de Fer Railway (literally Road of 
Iron) (Alkan); Le Chant des Chemins de Fer (Railway Song) (Berlioz); Københavens 
                                                 
27
 Flautist Anthony Ma, a student of the compositions of Eric Dolphy, Ornette Coleman and Albert Ayler, who 
performed on the Bird Wings album, states that he “… has always enjoyed the balance of intricately structured 
arrangement and free-spirited improvisation in Jeff’s compositions.” (B.W.A (liner notes) 6, Appendix 3 291). 
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Jernbane Damp Galop (Copenhagen Steam Gallop) (Lumbye); Pacific 231 (Honegger); 
Celestial Railroad (Ives); O trenzinho do caipira (Little Train of the Caipira) (Villa-Lobos); 
Coronation Scot (Ellis); Different Trains (Reich). 
In boogie-woogie piano, the musical rendering of steel wheels on steel rails is 
particularly evident in the ostinato left-hand eighth-note patterns, replicating the sound of a 
train travelling over the forty-foot lengths of rail which were commonplace for decades on 
railways world-wide, the right hand providing the sounds of the shrieking whistle, the rattling 
and banging of draw-gear or the ringing of level crossing bells, e.g., Honky-Tonk Train 
(Meade Lux Lewis). Lomax, in The Land Where the Blues Began, directly connects the 
origins of boogie-woogie to the sound of the steam locomotive and its train as interpreted by 
African-American musicians who worked in railroad gangs from as early as the 1870s 
(Lomax 170). 
Ellington and Strayhorn wrote numerous train-inspired compositions (Daybreak 
Express; Reminiscing in Tempo; Happy-Go-Lucky Local; Take the A-Train). In his 2012 
autobiography, trumpeter Clark Terry, who worked with Ellington from 1951 to 1959 (133-
148), described the sound of Ellington’s band as “powerful, like a freight train” (1). Coltrane 
earned the sobriquet “Trane” (or Train) early in his career, a pun as germane to the train-like 
speed and fluency of his improvisations as it is to his French surname, inspiring several 
compositions (Blue Train; Traneing In; Locomotion; Chasin’ the Trane). Within the wider 
context of blues genres, train-inspired songs have been recorded by artists as diverse as Blind 
Lemon Jefferson (Sunshine Special) and Elvis Presley (Mystery Train (Parker/Phillips)). 
Trains have inspired a number of my own compositions, including Spirit Train, Jeffu 
and Twelve Tone Train as previously noted. Blues at The Risk is named after a railway siding 
in northern New South Wales, on the mainline between Sydney and Brisbane, and was 
composed after I was delayed there during a historic steam excursion in 1988. Bars 11-12 of 
my 1990 arrangement of Blues at The Risk (JUJU 1) feature train whistles voiced for 
trumpet, alto saxophone and trombone. Sunlander Blues was named for Queensland’s 
Sunlander passenger train, which operated between Brisbane and Cairns in North Queensland 
in the years 1954-2015. Two of my vocal blues compositions - Waiting for a Train (Blues 
City) and Life is a Train - form part of a one-man musical and stage play, Confessions of a 
Blind Train-Spotter, which features DVD recordings of trains. Even when conceived 
elsewhere, e.g., aboard trains, all of these compositions were completed at the piano. In a 
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wider context, I envision my compositions as trains – trains of chords, melodic phrases and 
rhythmic patterns.  
Landscape and Visual Imagery  
The train metaphor in my compositions embraces the idea of travelling through a 
landscape, something which composer John Adams describes as: “… the large-canvas 
landscape, the sonic evocation of wide spaces, and the slowly evolving play of light and 
shapes against a background of what at times can be an immense solitude.” (123). I do not 
often resort to the minimalistic methods used by Adams (Shaker Loops), though I have 
resorted to ostinatos and repeated melodic motifs in compositions such as The Caged Lion. 
Yet like Adams, my objective is to create imagery through music. 
I may seek to depict a train crossing a vast landscape, or imagine myself alone in the 
desert, the forest or at sea (Blue Hermit; Song for Mother Earth; Song of the Nomad; 
Mysterious River). Leviathan, as may be deduced from its name, depicts a whale in the 
vastness of the ocean. In Kathleen’s Theme, I sought to further evoke this sense of vastness, 
creating space by means of a constantly moving fabric of extended harmonies which, having 
had vivid colour perception till my mid-teens, I imagine as giant trees, monoliths, hills, 
mountains, ocean waves, sky, clouds, stars, multi-coloured shafts or points of light, daylight 
or night-time, highways, cars, planes, ships or trains. Thus, although I visualize the piano 
keyboard, fingering and melodic or chord-scale relationships when I perform, that is, as much 
as the split-second timing for decision-making afforded during performance will allow, the 
means by which I visualize music emerge as frequently from sources beyond the realm of 
musical structure and tonality. 
 
Wayne Shorter and Herbie Hancock 
Other composers seek to create images through music in various ways. Wayne 
Shorter has summed up what for him is a typical chain of process: 
I was a lone wolf … I'd be in my hotel room with room service, fantasizing about 
books I was going to read, or actually reading them. Then I'd put the book down, and 
a musical drama would come onscreen in my mind. The music would become a story, 
with the notes taking on dimensions, sounds took the form of a background setting, 
and then it'd be like, 'Hey! What's that over there?'—the rhythm would enter the 
picture as another character. And then I'd have to stop myself, 
(Mercer 102).  
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Shorter’s interest in movies has inspired him to use harmonies reminiscent of film 
scores in his compositions, often scalar progressions rather than mere revisitation of more 
conventional jazz progressions such as II-V-I cycles. In 1992, he emphasized this point 
directly: 
Musical influence for me came from movies, the way people acted on the screen or 
the stage. I would think, 'I want to do something the way Humphrey Bogart did in that 
movie.' When Marlon Brando would do something I'd say, 'Wow, play that!' Or a total 
movie that was done well and got into your life. I'd get so into the film I'd forgot I was 
in the theatre. 
(Martin).  
 
Further inspiration for Shorter arises from folklore and legend, as evidenced in the 
album Speak No Evil, which comprises a loosely connected series of compositions whose 
titles alone reflect his interest in witchcraft, magic, myths, fairy-tales and the macabre  
(Witch-hunt; Fee-Fi-Fo-Fum; Dance Cadaverous; Speak No Evil; Infant Eyes; Wild Flower). 
In his own words: 
I was thinking —of misty landscapes with wild flowers and strange, dimly-seen 
shapes - the kind of places where folklore and legends are born. And then I was 
thinking of things like witchburnings, too. 
(Shorter, qtd in Heckman, Speak no Evil (liner notes)). 
 
At the same time as Shorter was composing in this manner, Herbie Hancock, who 
recorded with Shorter on the albums Witch-hunt and Adam’s Apple, as members of the Miles 
Davis Quintet from 1965-69 and on numerous projects afterwards, sought similar musical 
approaches to portray fictitious landscapes (Empyrean Isles), and the ocean (Maiden 
Voyage), with highly imaginative verbal descriptions in the liner notes to both albums 
(Hancock/Kelly). Along with these instances, it is evident from his accounts as quoted in 
Chapter 1 that childhood memories are of incalculable value to Hancock in his creative quest 
(Watermelon Man; Speak Like a Child (liner notes); Possibilities 42; “Breaking the Rules”; 
“Once Upon a Time”). 
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Chapter 7. Compositional Process in Context 
Throughout my career, whatever the source of inspiration may be, compositions have 
emerged in most instances during time spent at the piano. Prior to the folio, only Spirit Train 
emerged away from the instrument entirely. Though I had conceived the harmonic structure 
of Spirit Train – alternating sections of Dorian modality and “Giant Steps” chordal 
progressions – as early as 1987, even naming it, I spent no serious practice time attempting to 
compose a melody and thus complete the piece. Then on 5 May 1993, I awoke with the 
melody in my head, and immediately arranged Spirit Train for Jeff Usher’s Jazz Unit, the 
band which I led from 1986 to 1995, recording two albums (JUJU 1; Usher Plays Monk).  
Many compositions required extensive practice to master their technical intricacies, 
one outstanding instance being Song for Mother Earth. Throughout April 1990, I practised 
the piano part of its A-section, rebuilding it from a simple jazz waltz into a complex two-bar 
6-8 Bembe loop in G Aeolian mode, supporting a simple, diatonic melody, then practising it 
for hours at a time in an effort to master its cross-rhythms over both hands. I wrote Song for 
Mother Earth as a Braille manuscript and arranged it for Jeff Usher’s Jazz Unit on 20 April 
1990, while still attempting to master it technically. The outcome of my efforts may be heard 
in the October 1990 recording (JUJU 1). 
Similarly, although I sang melodic ideas or imagined harmonic progressions away 
from the piano in composing Blue Hermit, Kaye, Sweet Light of Wisdom, Job’s Comforter, 
Bird Wings, Fifteen, Mysterious River or Kathleen’s Theme, all were consolidated and 
matured as performance vehicles at the piano. New compositions are always on my mind, 
even when I am engaged in activities far removed from instrumental practice. I internalize 
new compositions and non-original repertoire alike, by singing, whistling or simply 
imagining melodic ideas whilst travelling to work or preparing meals. Then at the earliest 
possible opportunity, I go to the piano and refine each piece through practice and 
experimentation, isolating melodic or harmonic motifs from improvisations, with a view to 
turning them into new compositions upon which I can further improvise (Video 1) –a 
thoroughly circuitous, regenerative process. Thus, composition and 
performance/improvisation serve as joint personal artistic objectives. Within my music, 
composition and improvisation co-exist, hand-in-hand, as inseparable and complementary 
elements which continually recreate each other, during practice and ultimately during 
performance. 
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John Coltrane 
Arguably, these experiences are not atypical for jazz musicians. John Coltrane is 
known to have practised obsessively from his mid-teens (Kahn 6, 8, 10-11), often for 12 
hours or more per day (Thomas 34-36, 42, 51, 70-71, 84). He conducted intense investigation 
of books such as Slonimsky’s Thesaurus of Scales and Melodic Patterns (Kahn 28-29, 34), at 
the recommendation of celebrated jazz pianist and educator Barry Harris (Thomas 102-103). 
Small wonder that Coltrane’s compositional output increased significantly during 1957 (Kahn 
31-32; Thomas 89, 92), continuing until his death in 1967. Coltrane frequently practised with 
other musicians (Thomas 102-03, 105, 110-112, 117-118), most notably Benny Golson 
(Thomas 29) and Wayne Shorter (Mercer 58-60; Kahn 48; Thomas 111). But by far the most 
significant of these encounters was Coltrane’s sojourn with Monk throughout 1957 (Kahn 29-
31; Kelley 218-223; Porter 107-113; Thomas 84-90), which culminated in some definitive 
recordings (Monk’s Music; Thelonious Monk with John Coltrane). Coltrane himself 
commented:  
Working with Monk brought me close to a musical architect of the highest order. I felt 
I learned from him in every way —I would talk to Monk about musical problems, and 
he would show me the answers just by playing them —I think Monk is one of the true 
greats of all time, 
(DeMicheal, “Coltrane on Coltrane” 27; Repr in Porter 113; Ratliff 36; Thomas 84). 
 
In this interview, Coltrane discussed the many musicians with whom he had worked up until 
1960, including Monk, and their influence upon his music, but spoke in terms of 
improvisation rather than composition, only saying:  
I’ve been writing some things for the quartet—if you call lines and sketches writing. 
I’d like to write more after I learn more—after I find out what kind of material I can 
present best, what kind will carry my musical techniques best. 
(DeMicheal, “Coltrane on Coltrane” 27). 
 
Regarding the impact of Monk upon Coltrane’s development as a composer, McCoy Tyner, 
Coltrane’s pianist from 1960-1965, observed: 
I once saw John with Monk, and I think he learned an incredible amount of harmonic 
background from him. Monk opened him up to the point where he was able to 
compose complex tunes like, “Giant Steps”. —I think John was already going in that 
direction, but working with Monk helped him reach his goal that much faster. 
(Thomas 84). 
 
Coltrane’s ability as a composer developed markedly throughout 1957. Compositions 
which he recorded in September 1956 under the leadership of bassist Paul Chambers (Nita; 
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Just for the Love), and in May 1957 under his own name (Straight Street), contain both 
melodic and harmonic complexity. However, an examination of compositions from Blue 
Train, recorded for Blue Note on September 15 1957, well into his association with Monk, 
reveals Coltrane’s growing interest in setting simple melodies against harmonic complexity 
(Moment’s Notice; Lazy Bird). This approach had long been generally favoured by Monk 
(‘Round Midnight; Ruby my Dear; Thelonious; Think of One; Pannonica; Crepuscule with 
Nellie), and Coltrane would continue the concept in subsequent compositions (Giant Steps, 
Naima, Syeeda’s Song Flute; Spiral; Central Park West; Liberia), in stark contrast to the 
growing density, complexity and intensity of his improvised solos. 
Coltrane would further explore the “Giant Steps” harmonic concept in a series of 
compositions between 1959 and 1961 (Countdown; Fifth House; Satellite; 26-2; Untitled 
Original), as well as devising some harmonically interesting reinventions of the blues 
(Equinox; Mr Day; Mr Night; Mr Sims). All of this is to say nothing of his modal 
compositions (Spiritual; Impressions; Africa; India; Tunji; Miles Mode; Alabama), his mixed 
modal/chordal works (Crescent; Wise One; Lonnie’s Lament), or later motivic work from 
1964 onwards (A Love Supreme; Ascension; Meditations). 
One could deduce from these circumstances and from the statements quoted above 
that Coltrane’s growing ability as a composer directly flowed from his obsessive practice 
routines. It is possible to postulate, for example, that Monk’s composition Off Minor (Sickler 
53), first recorded by Monk in 1947 (Genius of Modern Music Vol 1) and again with Coltrane 
in 1957 (Monk’s Music), which contains chord resolutions a major third apart at bars 1-5 of 
its A-section, may have influenced Coltrane in composing Giant Steps. It is also probable that 
Coltrane was aware of similar major-third resolutions in three songs which had gained 
popularity in the mid-1950s: Stranger in Paradise (Forrest/Wright, perf. Bennett) and 
Baubles, Bangles and Beads (Forrest/Wright, perf. Lee), both from the musical Kismet 
(Knoblock), and Have You Met Miss Jones (Rodgers/Hart, perf. FitzGerald) originally 
composed in 1937. It seems logical to speculate that Coltrane, having encountered these 
songs, might have learned them and practised their chord progressions when developing 
compositional concepts during his marathon practice sessions. However, in the absence of 
more direct statements by Coltrane himself, the evidence for this assertion remains 
tantalizingly circumstantial. 
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Thelonious Monk 
It is more difficult to glean any direct information about Monk’s creative processes. In 
a rare and somewhat glib statement about his motivation to compose, Monk observed: “All 
you’re supposed to do is lay down the sounds and let the people pick up on them” (Farrell 
87).  
Monk had a reputation for being reclusive, even taciturn (Farrell 84), and suffered 
prolonged bouts of mental and physical illness (Kelley XVII, 363-386, 431-447), 
factors which at times could render him an awkward interview subject. Given these 
circumstances, insertion of quotes from two people, each of whom was associated 
with Monk for many years, in Nellie Monk’s case since childhood (Kelley 76-87), 
both of whom were regarded as credible by reputable interviewers in the light of 
Monk’s reticence (Brown 12-13, 45-46; Farrell 84-88; Wilmer 20-21), would seem 
appropriate in the absence of more concrete information. 
Harry Colomby, Monk’s manager from 1954-1968 (Kelley 199-201), relates: “I once 
spent the night at his house, and when I woke up, I saw Monk at the piano composing while 
the radio on the top of the piano was blasting away, playing hillbilly music. I've never seen 
any other person with such a tremendous ability to concentrate.” (Brown13).  
Monk’s wife Nellie once observed: “He thinks about music all the time when he's not 
talking. He may be able to compose in a room full of people, just standing there. I don't know 
anybody else who can just withdraw like that.” (Wilmer, “Monk on Monk” 21). 
Tantalizing insights into Monk’s compositional process, including his ability to 
concentrate amidst extraneous noise, emerge from statements such as these. They indicate 
that Monk sometimes composed at the piano, sometimes elsewhere, but little more, further 
emphasizing the scarcity of first-hand accounts by jazz musicians themselves of their 
compositional methods. Even the statements made by his contemporaries in the documentary 
“Straight, No Chaser” (Zwerin), shed no further light upon Monk’s creative processes. 
However, one may conclude that if the observations of Monk by those closest to him as 
quoted above are accepted, along with the opinions of reputable interviewers such as Brown, 
Farrell and Wilmer, a strong faith in his own ability and artistic worth motivated Monk not 
only to compose, but to make a career out of performing his own compositions in preference 
to falling back upon standard repertoire. This conclusion is supported by Kelley in detailing 
Monk’s stubborn persistence in spite of illness (Kelley XII-XVIII), and lengthy periods of 
unemployment and lack of recognition (156-169). 
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Compositions in Transition 
In order to gain some perspective upon the creative processes of composers such as 
Monk, one must inevitably turn to their recordings. Opportunities to observe compositions in 
transition by the composer are numerous, I.E, Ellington’s frequent rearrangements of his 
compositions (Collier 92). Monk first recorded Criss-Cross in 1951 for Blue Note (Genius of 
Modern Music Vol 2) as a straight 32-bar AABA form, then again in 1963 for Columbia 
(Criss-Cross (album)), with the last two bars omitted from its 1951 bridge, and re-adapted as 
an all too brief introduction, leaving the bridge at six bars. Monk also revamped Played 
Twice, a 16-bar theme originally entirely in 4-4 in 1959 (5 by Monk by 5). In 1963, he 
advanced the melody of its four-bar bridge (bar 9) to commence in bar 8, with the twelfth bar 
of main theme being in 2-4 (Big Band and Quartet in Concert). For solos, the 16-bar all 4-4 
time signature format was retained from the previous version. 
One fascinating example of an emerging composition may be heard in the Miles 
Davis group’s rehearsal of Hancock’s I Have a Dream (Davis, The Miles Davis Quintet 
1965-'68: The Complete Columbia Studio Recordings, disc 5 track 2), in which the group 
attempts the new composition at several differing tempos and metres before abandoning it. In 
1969, Hancock revised and recorded the composition with a nine-piece group, by which time 
he had settled upon a slow Bossa metre and added a new section as interlude and coda 
(Hancock, The Prisoner). 
In similar vein, I view the folio compositions as works in progress. I may write lyrics 
for some, especially Fifteen and Jeffu, and have approached a close colleague, tenor 
saxophonist/composer Ceri McCoy, who is fluent in Welsh, to write lyrics for The Still Small 
Voice, to be entitled Yr Eglwys Fach (The Little Church). I have already altered the 
performance format of Fifteen, by playing the 15-bar section once only in its main theme 
rather than twice as in the recorded version (B.W.A), And more recently with three beats in 
bar 3, to render fifteen beats over bars 1-4. As noted earlier, I added an eight-bar interlude in 
Trinity and inserted an extra bar into the opening section of Kathleen’s Theme when writing 
scores for ALSSB in 2014, and in 2016 two extra bars to Homeless. Since 2012, I have 
experimented with extended introductions for Kathleen’s Theme (Video 3), in different keys 
for Dear Kitty (E major) and Mysterious River (B major), and may re-write The Caged Lion 
with a 9-4 or 9-8 time signature.  
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Alterations to pre-folio compositions have been rare, the most significant being the 
addition of a bebop-style melody an 18-bar interlude to Leviathan, respectively at  bars 17-24 
and 41-58 (Appendix 2 256-257) in 1991, and the addition of ten bars to a piece entitled Ellita 
(bars 21-30) in 2002, which I arranged for ALSSB in 2017. All such alterations have arisen 
from the desire to experiment rather than any dissatisfaction with the particular composition.  
 
A Blue Perspective 
Besides writing a master’s thesis dealing with scalarity in the blues (“Debunking the 
Blues Scale”),28 I have had a long association with the blues as a pianist/vocalist, recording 
the album Blues City and composing more than thirty strictly blues tunes, plus numerous jazz 
blues as previously discussed. In addition to experiments with the 32-bar and other longer 
compositional forms in the 1980s, I experimented with the twelve-bar format. 
American pianist and long-time Australian resident Mickey Tucker, during a master-
class at Queensland Conservatorium of Music in May 1981, expressed the view that 
composers would still be exploring the possibilities of the blues well into the 21
st
 century. My 
own experimentations led to a series of non-conventional blues-based compositions, e.g., 
Blue Hermit; Blues at The Risk; Blues in Black and White. 
Even so, I have maintained a connection with traditional blues forms, especially 
through regular performance of boogie-woogie and vocal blues. My efforts to redefine the 
twelve-bar form were inspired by Coltrane’s blues as cited previously, and other sources — 
Ko-Ko (Ellington); Solar, Sid’s Ahead and All Blues (Davis); Señor Blues (Silver); Stolen 
Moments (Nelson); Isotope (Henderson); Juju, Adam’s Apple and Footprints (Shorter); Loose 
Bloose (Evans); Blues on the Corner (Tyner); Soul Search and Cunga Black (Hubbard). 
When composing, I keep in mind the possibility of sliding or bending melody notes in 
the manner recognizable as a feature of jazz and blues. Whilst it is not possible to bend notes 
at the piano as with strings, wind instruments or voice, it is possible to create the illusion of a 
bent note by executing fast semitonal runs of hemi-demi-semiquavers or greater which I refer 
to as burbles, or by slightly touching the note alongside the melody note and releasing it 
instantaneously. Monk regularly used these techniques, when performing blues (Monk’s 
Point), but also notably throughout his performance of Round Midnight with Gerry Mulligan 
(Mulligan Meets Monk), Monk’s Mood and Trinkle Tinkle with Coltrane (Thelonious 
                                                 
28
 In “Debunking the Blues Scale”, I sought to demonstrate the multiscalar and chromatic nature of the blues, as 
opposed to the degree of importance which is frequently ascribed to the hexatonic minor blues scale. 
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Himself). Evans occasionally used the burble in his solos, A good example being found in the 
first bar of the second chorus of his solo on Witchcraft (Colman/Leigh), from his album 
Portrait in Jazz, when he skids chromatically from C to A within a millisecond on three. 
It is possible to inflect the melody of any composition with such devices, but far 
easier to improvise these sounds than to write them down. I resolve this dilemma by ignoring 
it, composing melodies which appear unadorned on the written manuscript, allowing the 
soloist, myself included, to interpret the written notes by including devices such as sliding or 
clashing notes and burbles during performance, a normal procedure in jazz. 
Blues-like scalarities and melodic figures occur in several folio compositions, e.g. the 
flattened fifths and passing tones in the melody of Jeffu, the tonic to supertonic chord 
movement and Dorian melody of the first and last eight bars of Trinity, and the motivic 
melody of Twelve Tone Train, with its minor third figures and the inverted F minor blues 
scale passage in its last four bars.  
 
Composition and Instrumental Technique 
One of my earliest originals, Leviathan, arose during extensive practice in 1982, at a 
time when my compositional ideas were well in advance of my technical ability to improvise 
freely upon them. By the time I composed Kaye in 1989, my technical facility, 
improvisational scope and confidence had improved considerably. Additionally, as my 
technique improved, I found myself able to play the piano with the wide dynamic range 
which my compositions seemed to require. This new-found facility provided the impetus for 
compositions such as Kaye, Song for Mother Earth, Samba on the Rocks, Spirit Train, Sweet 
Light of Wisdom, and as discussed in the video presentations, several of the folio 
compositions, especially Kathleen’s Theme. Once again, the blues played a significant part in 
broadening the dynamic aspects of my technique, whilst singing and playing alto saxophone 
improved my focus upon melody. 
I frequently gained proficiency at soloing on new compositions simply by forcing 
myself to perform them in public, whatever the result. I also frequently engage in 
spontaneous composition during live solo performances, in similar vein to Keith Jarrett 
(Facing You; Bremen/Lausanne Concerts; Köln concerts). Even when practising popular 
standards, I am constantly searching for new compositional ideas. Essentially, as stated 
earlier, I practice composition whenever I play the piano (Video 1). This tendency increased 
during the late 1980s, as my pianism improved and more compositions emerged.  
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Additionally, a personal perception that I was not especially inventive when playing 
standard repertoire led me to seek my own jazz voice through composition. Initially 
composing conventional blues and 32-bar forms, a growing level of technical competence 
and artistic confidence led me to experiment, indulging my interest in irregular form and 
contrasting simple melodic devices with complex harmonic structure. Occasionally I employ 
complex melodies over modal structures (Song of the Nomad), linear melodic phrasing 
(Captain Bebop), or a mixture of melodic and harmonic complexity (Blues in Black and 
White), but in most of my compositions, including those in the folio, more simplified melodic 
structures prevail. 
I could not have achieved these results without developing the discipline of intense 
listening, or the ability to analyze the music I heard. The experience, related in the personal 
statement (see p.19) and Chapter 3, of hearing Joe Henderson in a live performance in 
Brisbane in 1981, then attempting when composing Leviathan to emulate the succinct 
melodies and Lydian voicings I heard in Henderson’s compositions, is not dissimilar to Peter 
Knight’s accounts of the lessons he learned from his fellow musicians during his earliest club 
performances (Knight 106-107), or listening to recordings of influential trumpeters, to the 
point of being unduly distracted on one occasion, when negotiating traffic lights in the middle 
of Melbourne (107, 109). Experiences such as these align with Paul Berliner’s model of 
learning by imitation and emulation quoted  in Chapter 2 (Berliner 122), and their personal 
impact is not so far removed from Clark Terry’s “powerful like a freight train” description of 
first hearing the recordings of Duke Ellington (Terry 1) as related in Chapter 6. 
I would assert that my interest in melodic simplicity originated during classical 
studies, especially in my high-school years, when due to lack of confidence I avoided 
technically demanding compositions in favour of those with succinct and simple melodies. 
The exception to this rule was the one Bach prelude I learned, No.XXI in B♭. I had 
developed physical confidence in abundance by my mid-teens when it came to sporting 
activities and mobility training, but not at the piano. Only in my mid-twenties did I overcome 
my lack of technical facility sufficiently to tackle stride, bebop and Latin compositions. As I 
did so, my ability to improvise grew, and my already long-standing interest in composition 
manifested in my own compositions, E.G., the fifteen pre-folio compositions included with 
this exegesis, the folio under discussion in the current research, and more than a dozen pieces 
composed since the folio’s completion in 2015. 
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Chapter 8. Conclusions 
For the purposes of this final chapter, I shall reiterate each of the three research 
questions listed in Chapter 1, by way of defining how each was addressed in the course of the 
current research. 
 
1. What is the place of composition in my creative praxis, and how does it relate to 
historical currents in jazz practice and the context of an emphasis on improvisation in critical 
discussion of jazz? – Composition has become increasingly important in my career as a 
means of artistic expression, especially as I have defined my praxis in Chapter 4 as the 
practice of composition rather than mere technical refinement. A major ingredient of this 
approach is close structural analysis of each new idea, a fastidious approach derived from my 
fascination with music theory. In my opinion, the training which I received in formal and 
structural analysis of classical music has proved invaluable throughout my career, providing a 
solid foundation upon which to build compositions, enabling me to chart the progress and 
gauge the technical strengths and weaknesses of each new idea, regardless of any non-
musical influences. Theoretical knowledge has not proved an encumbrance in my efforts to 
realize a meaningful composition. To quote Daniel Levitin:  
The more I learned about music and about science the more fascinating they became, 
and the more I was able to appreciate people who were really good at them. Like 
science, music over the years has proved to be an adventure, never experienced 
exactly the same way twice. It has been a source of continual surprise and satisfaction 
for me. It turns out science and music aren’t such a bad mix. 
(Levitin 10-11). 
In this regard, the connection to jazz in an historic context is that ultimately, the work 
of composers whose compositions serve primarily as vehicles for jazz interpretation 
and improvisation (Berliner 61-92) provides the most significant inspiration for my 
own efforts as a composer. In common with the composers from all genres and idioms 
who inspire me, I use composition to express my beliefs, as personal dedications or as 
compositions for their own sake, as was the case with the folio, inspired by my own 
life experience. Improvisation and individual instrumental style form the most 
immediately identifiable components of jazz performance (Giddins 4-5; Collier 180-
184). As such, it is likely that they have tended to attract the attention of critics, 
authors, certainly of other musicians themselves (Farrell 87; Berliner 122). By 
contrast, the fact that the organisation of music into set compositions tends to take 
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place far from the performance stage may have led to its relative neglect in jazz 
literature, and its air of mystery (Collier 92). 
2. What are effective ways to compose music using approaches of jazz traditions with an 
emphasis on composition rather than improvisation? – As discussed in the literature review in 
Chapter 1, there is a scarcity, even a paucity of defining information about the creative 
processes of jazz composers, in the midst of which Hancock’s description of composing 
Maiden Voyage (Hancock/Dickey 176), or Zawinul’s accounts of isolating compositional 
ideas from his recorded improvisations (Silvert 13-15), mark outstanding revelations. It is this 
gap in the field of knowledge regarding the creative process in jazz, which the current 
research seeks to redress. Zawinul’s methods closely resemble my own as described 
throughout the current research, whereby I distill possible compositional ideas in the course 
of improvisation at the piano, though in my case using memorization rather than a recording 
device as with Zawinul. Doubtless, the method proved effective for him throughout his 
prolific career as a composer and a brilliant improviser, most notably with Weather Report. 
Like Zawinul, and I would contend this to be the experience of most composers, I 
improvise during practice in order to identify anything which may form the basis – the 
grundgestalt as described in Chapter 2 – of a new composition. This could be a fragment of 
melody (Sweet Light of Wisdom; Job’s Comforter; Dovetail; Usher Times Monk), a chord 
progression (Bridge to Eternity; Dear Kitty), a formal concept (Captain Bebop; Fifteen), a 
rhythmic device (Song for Mother Earth; Battle Song; Jeffu; Twelve Tone Train), devices to 
create effects (Leviathan; The Caged Lion; Bird Wings), perhaps a combination of concepts 
(Blue Hermit; Kaye; Inside the Fire; Song of the Nomad; Kathleen’s Theme; Unfinished 
Symphony). Any such devices might with exploration become the basis for a new 
composition. That is how virtually every composition in the current folio, along with every 
pre-folio composition discussed throughout this dissertation, was composed. 
Thus, time spent at my instrument is by far the most effective method by which I 
compose, with rare exceptions (Spirit Train), resulting in compositions which themselves 
become vehicles for improvisation. Like Shorter (Speak No Evil; Phantom Navigator), or 
Hancock (Watermelon Man; Maiden Voyage; The Prisoner; “Breaking the Rules”, “Once 
Upon a Time”), my main objective is to paint pictures, depict scenes or tell stories, through 
composition, and in the case of Kathleen’s Theme, lyrics from which grew the composition’s 
formal structure, melodic phrases and harmonic maze. 
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3. How does my creative praxis, including methods or effects which I use when 
composing, reflect my life experience as a means of musical self-expression? – Through the 
effects which I use in composition as described above, especially the pantonal juxtaposition 
of simple melodies against complex harmonies as with Leviathan, Blue Hermit, Kaye, Sweet 
Light of Wisdom, Bird Wings, Unfinished Symphony and Kathleen’s Theme, vice-versa in 
Song for Mother Earth, Song of the Nomad or The Caged Lion, in combination as with Spirit 
Train, Fifteen, Jeffu and Usher Times Monk, I seek to tell my own stories, express my own 
personality and convictions. Throughout my career, with the completion of each new 
composition, I experienced an increasing level of confidence to experiment further, 
eventually leading me to compose the folio. Thus, I can identify a methodological pattern of 
creative process, present throughout my career, which has continued since the completion of 
the folio and seems worthy of further investigation. 
 
Suigenesis 
In composing the folio, I sought to bring all of my creative experience to bear in one 
specific project, discarding surprisingly few ideas along the way. Simultaneously, I described 
the processes by which I composed each new piece from conception to completion, including 
musical and other influences and inspirations. Whatever the level of external musical 
influence upon my efforts, the folio was largely inspired by compositions which I had 
composed previously. Kaye and Sweet Light of Wisdom inspired Dear Kitty and Kathleen’s 
Theme; Job’s Comforter and Blue Hermit inspired Dovetail; Battle Song inspired Twelve 
Tone Train; Samba on the Rocks inspired Sun Flight; Inside the Fire inspired Lady with the 
Flute. Within the folio, The Caged Lion inspired Homeless and Gaze upon the Rainbow; Sun 
Flight had considerable bearing upon Lady with the Flute and Blue in Orange, the melody of 
Kathleen’s Theme is extensively quoted in Unfinished Symphony and alluded to in the last 
few bars of Dear Kitty. Thus, the principal reason for including twenty compositions in the 
folio, rather than the half-dozen or so I had initially proposed, is that the earliest folio 
compositions inspired further ideas soon after their completion. The chance to discuss such 
interconnections seemed too good an opportunity to miss, especially given the relative 
scarcity of detailed accounts of the process of composition within the jazz idiom. 
Kathleen’s Theme is exceptional as the only folio composition to be built, at least in 
part, upon lyrics. The decision which I took to allow the lyrics not merely to inspire the 
melody and harmony, but to dictate the entire direction, form and structure of Kathleen’s 
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Theme Part 1, resulted in an inextricable relationship between lyrics, form, harmonic 
complexity and a deceptively complex melody built from a lengthy chain of simple phrases.  
As with the majority of my compositions, the folio emerged through intense 
experimentation at the piano, arising from the desire to tell stories through music. In this 
respect, Kathleen’s Theme does not stand alone. Dear Kitty, Lady with the Flute and 
Unfinished Symphony are further dedications to Kathleen Kerr, without whose 
encouragement and friendship I may have chosen a completely different career. Sun Flight 
and Mysterious River, though not directly influenced by the wonderful and diverse musics of 
Papua New Guinea, were inspired by my memories of visiting that country and living among 
its people between 1968 and 1973. The Caged Lion speaks of frustrated potential; Déjà Vue 
of times, places and people revisited, likewise with Blue in Orange, Gaze upon the Rainbow, 
Homeless, The Fifties and Usher Times Monk. Dovetail, Fifteen, Jeffu and Bird Wings are 
expressions of exuberance and joie de vivre. The Still Small Voice, Trinity and Twelve Tone 
Train are straightforward spirituals –spirit train jazz, a term which I would ascribe to the 
entire folio. 
In summary: virtually every jazz composer cited throughout this dissertation has 
written compositions as dedications, expressions of spiritual affirmation, for commercial 
purposes, or simply for the pleasure of composing. Morton, Ellington, Monk, Coltrane, 
Mingus, Shorter, Hancock, Zawinul, Metheny, have at times spoken about their motivation to 
compose, less often about their methods. Interviewers, critics and biographers have 
encouraged this situation by failing to question composers about their creative processes. 
Nevertheless, I would assert that both the motivations and processes of other composers, 
where information has been forthcoming, bear close similarity to my own as detailed 
throughout this dissertation.  
I am not concerned with questions of methodological validity when composing, as I 
do not perceive any single method of arriving at a new composition to be more or less valid 
than another. As songwriter Jimmy Webb has observed: 
Almost without exception every great songwriter whom I know personally or that I've 
heard of or read about, uses a specific technique. Some free associate on legal pads 
for hours and then pare lists of cross-referenced words or phrases down to related 
components that can be used in lyric lines. Many write draft after draft-as many as 
twenty-of a whole lyric in composition notebooks, lining out their less fortunate 
efforts as they go. Some sit at a piano or hold a guitar and chain-of-consciousness sing 
any-old-thing-that-comes-into-their-heads at the outset-getting a "sound" first and 
working out the intricacies of meaning later. Another well-known writer stands in 
front of huge speakers and "word jams" to tracks that are already finished. Some write 
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lyrics. Some only music. Some write both and among those, many write the words 
first. Others write a catchy tune and add words that fit. Many move the lyrics and 
melody along simultaneously in careful steps. All these techniques are valid 
(Webb 5). 
 
On a personal note, apparently in common with Monk, I have often composed at the 
piano while listening to the radio, though usually a cricket or football match rather than 
music. I constantly think about music, often singing or whistling tunes at home. I attend 
concerts, listen to all genres of music via radio, albums or the Internet, and I enjoy film 
scores, those written for Star Trek Original Series and Next Generation (Courage) and World 
at War (Carl Davis) being personal favourites. I seldom listen to music without analyzing, 
and often solve musical conundrums away from the piano, which seems to afford me a fertile 
psychological environment in which new compositions can arise anywhere, at any time. I 
have awoken with compositions in my head (Spirit Train), composed aboard trains (Jeffu; 
Usher times Monk), whilst performing domestic chores (Mysterious River), or meditating in 
the hours before dawn (Kathleen’s Theme bars 35-47, lyrics bars 1-138). Nevertheless, I took 
each of these concepts to the piano at the earliest possible opportunity, if only to experience 
the exhilaration of playing and hearing new ideas.  
Finally, my perception is that all music must be played and heard, certainly new 
compositions, so that the composer can determine their worth, and by this process great 
compositions may emerge. An unplayed composition is of no more value than a lamp placed 
under a bowl, a sound wave in a vacuum, a brightly coloured object trapped in darkness, a 
question unasked. Its aesthetic value as pure music remains unrevealed; its story untold. 
Ultimately, in a circuitous process – playing to compose and composing to play – which 
continually feeds upon itself for inspiration, I perform or practice in order to compose, and 
conversely I compose with the objective of performance, simply for the pleasure I derive 
from composing and performing music. 
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